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A bstract

This thesis focuses on the pontificate of Sixtus V (1585-1590) in an effort to
better understand the austere style of architecture utilized at the Lateran Palace, as well as
to uncover the sources for the topographical views featured in the Lateran fresco
program. To reassert the sanctity of the Catholic Church and Rome as caput mundi
(capital of the world), Pope Sixtus V instituted a stylistic break from the visual aesthetics
of the cinquecento—a move which recent scholarship has judged negatively, specifically
in regard to the Lateran Palace. Looking toward other European Renaissance centers, I
suggest that the ideological tenets of Philip II’s Escorial (1563-1584), a metaphor for the
Spanish imperial state and Counter-Reformation agenda, was a source of influence for
the Lateran project. Reduced classical vocabulary and the cleansing of ornament present
in the exterior design and the topographical views made for the interior of the Lateran
created a uniquely Italian understanding of the built forms and views Sixtus witnessed in
Spain, thus serving as an example of the reversing of the standard, privileging model of
Italy as the artistic center of sixteenth-century Europe.
Keywords: Counter Reformation, Sixtus V, Philip II, sixteenth-century Renaissance
architecture, cultural transfer, Rome, Spain, Lateran Palace, the Escorial, frescoes,
Good Works.
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1

In t r o d u c t io n

“Here I am in Rome, and yet I cannot find the Rome I know: so great are
the changes in the buildings, the streets, the piazzas, the fountains, the
aqueducts, the obelisks, and the other marvels with which the glorious
memory of Sixtus has beautified this old ruinous city, that I cannot
recognize nor find so to speak, any trace of that old Rome which I left ten
years ago, when I came away; and so would it seem to your lordship if you
saw it in its new guise. If I had the leisure to play the poet, it would be to
say that at the imperious summons of the dreaded trumpet of that great
hearted pontiff the limbs and venerable bones of its huge and half-buried
body, broken and scattered throughout the Latin Campagna, had been
gathered and joined together, and that by the power of that fervid and
living spirit, this new Rome had risen like the phoenix from its ashes. ”
-Angelo Grillo, 1608. 1
The patronage of the papacy reached a climax during the latter half of the
sixteenth century in Rome. The Counter-Reformation popes were focused on large scale
commissions and artistic projects which were part of a grander plan to reshape the
spiritual consciousness of Rome and the Catholic Church, after the Council of Trent. Of
the Reform period leaders, Sixtus V1
23 (1585-1590, Figure 1) stands out amongst his
predecessors, both for his ambition and achievements in rebuilding a reformed Christian
capital and even more so for the lack of scholarly attention and accurate analysis of the
programmatic nature of his pontificate. The most misunderstood aspect of Sixtus’s
pontificate is his utilization of a reformed art style—commonly overshadowed by the
urgency and with which speed he approached and executed his urban and decorative
commissions during his time as pope. Considering this gap in our understanding of

1 Ludwig Freiherr von Pastor, The History of the Popes From the Close of the Middle Ages, vol.
XXII, ed. Ralph Francis Kerr (London: Kagan Paul, Trench, Trubner, 1932), 305-306.
2 Steven Ostrow, ‘The Counter Reformation at the End of the Century,” in Rome, ed. Marcia B.
Hall (Cambridge: Cambridge University Press, 2005), 246.
3 Pastor, vol. XXI, 25. Sixtus V was born Felice Peretti di Montalto on 13 December 1521 in
Grottammare, a papal state. He died on 27 August 1590 in Rome.

2

Sixtine Rome, the Lateran Palace (Palazzo Lateranense) (Figure 2) will be the focus of
this thesis project.
The volume of works executed by Sixtus during his pontificate were quite
staggering considering he occupied the papal throne for only five years: 24 April 1585 to
27 August 1590. Sixtus’s papal campaign was part of a larger trend which took hold
during the Counter Reformation and was mainly a result of the Protestant attack on the
abuses of the papacy. The prime concern of the papacy was combating accusations of
corruption.45The Protestant accusations spurred a movement amongst the CounterReform popes in which crafting a reformed identity for the Church was inextricably
linked to the personage of the pope. Enlisting papal leaders who embodied the reforms of
the Council of Trent was pivotal in recuperating the reputation of the Catholic Church
and its commitment to doctrine. Church officials concluded that the rebuilding of Rome
as a site of redemption was an important step in combating the spread of Protestantism
and in securing Rome’s importance as the Christian capital of the world.
The efforts to resituate Rome as a sacred site spans a rather unsettling period for
contemporary art historians; the artistic production in Italy during the latter half of the
sixteenth century cannot be classified as High Renaissance, nor can it be classified as
Baroque. Despite what appears to be shared tenets within the Counter-Reformation
mandates for the rebuilding of Rome, there was not an agreed-upon style by which this
was to be achieved. There existed then artistic fragmentation as each papal patron
interpreted the arts in respect to the Counter Reformation differently based on their

4 Nicola Courtright, The Papacy and the Art o f Reform in Sixteenth-Century Rome: Gregory XIII’s
Tower o f the Winds in the Vatican (Cambridge: Cambridge University Press, 2003), 9.
5 Ibid.
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personal commitment to reform.6 However, despite the presence of individualism, art
historian Nicola Courtright argues that the presence of “variety does not negate the
possibility that a certain manner or attitude toward art may not have been regarded as the
embodiment of universally understood principles . .. ”7 For example, commonality was
found in the art of the Early Christian era (ca. 30-325). This was a desirable model to
draw upon because it assisted the papacy’s agenda to establish Rome as a reformed
Christian capital. The Early Christian era was thought of in the sixteenth century as a
period of the intense devotion and “spiritual purity” associated with the early foundations
of the Church.8
The Counter-Reform popes were astutely aware of the vitality of the visual arts in
advancing the Church’s agendas both in Rome and also abroad. Aware of this, Sixtus V
conceived a carefully crafted image for himself and for the Catholic Church; this image
that communicated a renewed piety and claim to power as temporal sovereign. Sixtus was
aggressive in his campaigns to economically maintain and reform the Church, which he
paired with a massive building and renovation plan for Rome. Re-shaping the urban
landscape of Rome was a politically and religiously significant aspect of Sixtus’s
pontificate, as it was a direct reflection of his papal doctrine. Much of the layout of
Rome, as it is still experienced today, was determined by Sixtus V and built by Domenico
Fontana (1543-1607), his principal architect. Sixtus’s approach as head of the Catholic

6 Ibid., 170.
7 Ibid.
8 Ibid.
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Church was extremely holistic and included administrative and economic restructuring, in
addition to his well known building campaigns.9
In this thesis I will offer a fresh look at the Lateran Palace, taking into
consideration how Sixtus V’s Counter-Reform agenda was reflected in his artistic
commissions, as well as his artistic participation in the era. I will also adopt a
methodological approach new to Sixtine scholarship, which will attempt to locate
influence outside Italy in other Renaissance centers. To understand the ambitions behind
Sixtus's patronage we must first outline some key aspects of his papal agenda as a
Counter-Reform pope.
Sixtus V: His Life and Pontificate
Born on 13 December 1521, to a humble family, Felice Peretti was imaged as
having a divine right since birth by his biographer, Ludwig Ferrhier von Pastor.10*
Accounts in the papal archives describe several events in which the young Felice escaped
death through the protection of God. Tales such as his bed catching fire, almost drowning
in a pond, and being unaffected by the plague after coming into contact with the clothes
worn by his infected brother who eventually lost his life, are peppered throughout his
biography.11 Felice’s maternal uncle, Fra Salvatore, a strict priest, became enamoured
with the young boy, believing him to be incredibly bright and driven to learn. Felice
learned the alphabet from the spelling books of other children; however, after being taken
under the wing of his uncle he was given a proper education and eventually was brought

Pastor, vol. XXI, 56-58.

10 Ibid.

Ibid., 25-26.
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to live with his patron in a Franciscan convent.12 It was this humble upbringing, of which
Sixtus often spoke, that undoubtedly shaped his vision of a reformed Rome. His
experiences as a Franciscan monk influenced an ideal of minimal means, piety, and
devotion, in turn expressed through his character and policies as Pope Sixtus V.
As Felice matured as a Franciscan he became an accomplished scholar and priest,
and was celebrated as a profound giver of sermons. He eventually travelled to Rome,
where he was accepted into the sphere of such respected figures of the Catholic Reform,
as Ignatius of Loyola, Philip Neri, and Cardinal Carafa.13 His reputation as a devout
priest, learned theologian, and pious Franciscan quickly made Felice a major player in the
effort to reform the Church and quell the threat of the spread of Protestantism. In 1547,
Felice received the order of priesthood at the age twenty-six, and later a doctorial degree
at Fermo (ca. 1526). He soon was taken under the wing of Cardinal Capri who appointed
him regent of all the convents of the Franciscan order, beginning with Siena, then Naples
and finally Venice, where he developed a reputation as a stem reformer.14 In 1556, Paul
IV nominated Felice to director of studies for the convent of Venice and as Inquisitor to
the Republic of Venice. Once in Venice, Fra Felice came under immense opposition, first
because he was not Venetian, and secondly due to his severity as Inquisitor. His
ecclesiastical fervour caused him to find many things in need of reform and it was this
tenacity which made him fall into great dislike. Upon the death of Paul IV, Fra Felice
returned to Montalto, his health suffering from the great anxieties and stress caused by his
opposition in Venice. After the election of Pius IV in February of 1560, Fra Felice was

12 Ibid., 27.
13 Ibid., 31-32.
14 J. A. Baron Hubner, The Life and Times o f Sixtus V, trans. Hubert E. H. Jerningham (London:
Longmans and Green, 1872), 218.
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once again nominated to return as Inquisitor to Venice and as director of studies in the
convent there.15
Fra Felice subsequently was appointed procurator-general of the Franciscans in
Rome and was a consulter of the inquisition. His level of prestige within the most
important sectors of the Church fostered much hostility among his contemporaries. His
career, however, was assured when one of his major supporters, Pius V, was elected
pope. Pius had previously elected Fra Felice to be the theologian to the legate
Boncompagni in 1565, and had great enthusiasm for his future potential. This legate also
included two other future popes, Monsignor Castagna (Urban VII), and Monsignor
Aldobrandini (Clement VIII).16 With Fra Felice acting as theologian they were sent to
Spain several months before the death of Pius IV on 9 December 1565, which caused
them to return to Rome. Pius V also appointed Fra Felice vicar-general of the
Franciscans, and was also entrusted with the entire diocese of St. Agatha in southern Italy
on 15 November 1566.17
Upon the accession of Pius V to the papal throne in 1566, Fra Felice was
appointed apostolic vicar of his order, and later, in 1570 he became a cardinal, assuming
the name Cardinal Montalto. However, when Gregory XIII (1572-85) became pope,
Cardinal Montalto was forced into retirement. During this time Cardinal Montalto spent
all his energies on beautifying his villa in the Roman countryside, Villa Montalto, which
was designed and built by Domenico Fontana. Upon the death of Gregory XIII (10 April

15 Ibid., 35, 36.
16 Ibid., 220-222.
17 Pastor, vol. XXI., 37-40.
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1585), Cardinal Montalto, by unanimous decision, was elected to the seat of the papacy
on 24 April 1585.18
As a leader, Sixtus was autocratic and stressed the importance of justice. He is
described by Hubner as being “loyal but rough, quick but easily carried away by anger,
strict with himself, not over indulgent towards others, and sober. He slept little, worked
incessantly, was zealous but often wanting discretion and judgement, humble in
estimating himself, proud when he compared himself to others, but happily clear sighted,
and always a monk in the full acceptation of the word.”1920 He is described as being
completely opposed to indulgence. His only treasured possessions were his collection of
books, which he accumulated throughout his lifetime and read ravenously.

On 10 May

1585, seventeen days after his inauguration as pope, Sixtus V publically announced he
was “to devote all his attention as sovereign to two things: the rigorous enforcement of
justice, and the plentiful provision of his subjects with food.”212Shortly thereafter, Sixtus
also declared he was committed to restoring security from murder and banditry in the
Holy Capital and all the Papal States. The prisons quickly filled and there were an
extraordinary number of executions at the Bridge of St. Angelo, which exhibited to all of
Rome that Sixtus was an unyielding enforcer of justice. According to his biographers, the
Roman people were especially satisfied to hear that Sixtus placed no merit nor granted
immunity onto those of high status, or those with advantageous connections or alliances,
thereby demonstrating that all citizens were liable to papal law and authority.

It should

18 Ibid.
19 Hubner, 17.
20 Ibid., 217.
21 Ibid., 75.
22 Ibid., 77-79. In 1585, it was reported that more bandits’ heads were seen at the “Bridge of St.
Angelo than melons had been brought to the markets.” (Ibid., 83.)
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be noted that the severity of the pope is justified by Pastor in Sixtus V’s biography.
Pastor states that upon the death of Sixtus V, disorder became rampant and all the
security restored by Sixtus was lost for centuries.23 Leading by example, Sixtus removed
all signs of luxury from his papal apartments, took neither days to rest nor any holidays.2425678
Committed to economic reform, Sixtus V remained fiscally prudent. True to his
Franciscan roots, Sixtus conducted his office with the strictest bureaucratic simplicity; he
reduced the papal retinue as well as the salaries of his remaining attendants.
Sixtus’s strict economic policy had such a profound impact that he was able to
spend large sums of papal revenues on public works within the city and was also able to
create an economic surplus. Prior to becoming pope, Sixtus’s predecessors had emptied
the public treasury, while also mortgaging half a year’s worth of revenue. Conversely, at
the time of his death in 1590 he had gathered a reserve fund of over 5.5 million scudi.
Sixtus V’s financial mandate was based on the premise that all papal revenues were at his
command. He utilized a heavy policy of taxation and the selling of offices to boost
revenues.

Although this placed an immense burden on the people of the Papal States,

they seemed to be pacified by the so-called beautification of the Eternal City.

It is

important to note that after the death of Sixtus V the reserve fund was abused by the
23 Ibid, 91-121.
24 Ibid.
25 Ibid., 56-58. Sixtus also reduced the money spent on his personal services and meals. (Ibid., 58.)
26 Pastor, vol. XXI, 89, 91-121, 313.To contextualize the amount o f 5.5 million scudi, the annual
income o f a rural worker in Perugia was about 25-50 scudi, for 250 days of work and the annual income of
a school master 48 scudi (Christopher F. Black, Italian Confraternities in the Sixteenth-Century
(Cambridge: Cambridge University Press 1989), 164). The income of Church officials was much higher.
Cardinal Carlo Borromeo (1538-1584), Pius IV’s nephew, earned an annual income of 52,000 scudi
(Gigliola Fragnito, “Cardinals’ Courts in Sixteenth-Century Rome,” The Journal of Modem History 65, no.
1 (Mar., 1993), 46).
27 Even though Sixtus was engaged in the selling o f offices, he was publically invested in fighting
simony— which relates to the selling of indulgences, but also includes the selling of spiritual positions or
power for money.
28 Pastor, vol. XXI, 121.
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cardinals on personal and lavish expenses. Thus, the discipline and order which existed
during his pontificate and dissipated after his death.2930
The revival of the papal ceremonial traditions-, as they were practiced throughout
the Middle Ages, was an impetus for the transformation of the built environment as a
grand stage for devotional activity, which wove the renewed religiosity of the Catholic
faith throughout the city. Rome thus came to embody reform through its built sacred
environment, crafted to be conducive to pilgrimage and scared procession.

in

Sixtus

commissioned Domenico Fontana, papal architect, to raise the dome on new St. Peter’s,
an engineering feat, which was highly symbolic for the triumph of Catholicism.31 Sixtus
also commissioned the old Lateran Palace to be tom down and rebuilt; renovations began
at the Vatican, including additions to the Cortile del Belvedere, the building of a grand
staircase connecting Pius V’s apartment to St. Peter’s, the addition of an entire wing to
the papal palace, and most importantly, the construction of a new Vatican Library.32
Sixtus also helped facilitate the renewal of the pilgrimage of the sette chiese
(seven of the most important surviving churches in Rome from antiquity) by constructing
a network of wide paved streets connecting the sites, giving the central road of the

29 Ibid., 313.
30 Jack Freiberg, The Lateran in 1600: Christian Concord in Counter-Reformation Rome
(Cambridge and New York: Cambridge University Press, 1995), 23.
31 Pastor, vol. XXII, 311-312. The dome was considered such a great accomplishment because of
the long building history of new St. Peters. Being the pope that oversaw the completion of the greatest
dome built in Rome at the time was also a great achievement for Sixtus V. Moreover, the dome was a
symbol o f the universal Church and the triumph of the papacy preceding an age of uncertainty. With the
completion of the dome, the Church could once again stand “restored after the storms of religious schism”
(Pastor, vol. XXII, 311-312).
32 Ostrow, “The Counter-Reformation at the End of the Century,” 280. The following outline of
the Sixtine building campaign is not exhaustive; instead, I have chosen to highlight a limited selection that
best represents the extent of his urban renewal patronage. For a more comprehensive description see,
Steven Ostrow, “The Counter Reformation at the End of the Century.” If an exhaustive account is desired
see, Pastor, vols. XXI and XXII.
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network his name, Strada Felice. ' The sette chiese were further marked as sacred sites
with the relocation of four ancient obelisks and two columns, those of Trajan and
Aurelius. Christian saints and the crucifix were added atop these Roman monuments as
well. This was a highly symbolic act, used to mark both the Church’s “triumph” over
paganism, while also associating important religious sites with symbols of the triumphs
of ancient Imperial Rome.3334 In doing so, Sixtus symbolically challenged the Protestant
critique of Rome’s use and “worship” of pagan customs, considered heretical. Some other
notable projects carried out by Sixtus V are his renovations at Santa Sabina (1587);
additions made to the Quirinal Palace (1589-1590); enlargement and completion of Villa
Montalto (his own villa) begun when he was a cardinal (1585-1589); the building of the
Acqua Felice (a new aqueduct, 1585-1587); and numerous fountains, including the
Fountain of Moses (1587-1588).35
One of Sixtus’s most prized commissions he saw to completion was the Cappella
Sistina built in Santa Maria Maggiore (1585-1589), also by Domenico Fontana. The
chapel was so large that it was comparable to the size of some churches. In the style of
Early Christian buildings, the interior utilizes a variety of vividly coloured marbles. The
chapel was also built to contain the monumental tomb of Pius V and, eventually, Sixtus’s
own tomb.36

33 Pastor, vol. XXII, 218-19. Felice Peretti di Montalto is the full given name o f the pope (Ibid.).
34 Ostrow, ‘T he Counter Reformation at the End of the Century,” 282. A more detailed account of
the raising o f the obelisks and columns is discussed in Chapter One.
35 Ibid., 285.
36 Additionally, the chapel houses two very important Christian relics— the remains of St. Jerome,
who Sixtus greatly admired, and the Presepio, a grotto constructed in the seventh century containing relics
from the birth o f Christ (Ibid., 286).
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In addition to the many building projects he undertook, Sixtus also commissioned
numerous fresco works. The content of the images, most of which were executed by
Cesare Nebbia (1536-1614) and Giovanni Guerra (1544-1618) was diverse, ranging from
biblical narratives to fictive personal accounts based on the numerous Good Works Sixtus
V carried out as pope, many of which are discussed below.37 In each instance the frescoed
images were utilized to illustrate Sixtus as a Counter-Reform leader committed to the
beneficial treatment of his people.
Sixtus V approached the matter of Church reform with the same energy that he
invested in his building and decorative campaigns.38 He chose to take as his model the
pontificate of Pius V (1566-1572), also a devout Franciscan. After his election Sixtus V
quickly surpassed his role model, as Sixtus was far more ambitious and energetic than his
predecessor.39 An early order of business initiated by Sixtus was the investigation of all
the colleges and churches in Rome; the inquisitorial board searched for any abuses left
after the declining health of Gregory XIII, the immediate predecessor of Sixtus V.40
Sixtus chose Filippo Sega and Giulio Ottinelli to conduct the investigation, two
experienced bishops who led the reform of their own dioceses. Through their work and
recommendations on 16 November 1587, Sixtus V proclaimed that the Roman clergy had
been cleansed of all abuses and Rome could now “with truth be described as the Holy
City.”41 In addition, Sixtus was determined to stop simony, a crime which had come
under much criticism during the Protestant critique, yet was still being practiced by

37 Ibid.
381 have chosen to outline, once again, only partially the achievements o f Sixtus V here. For a full
account o f all the reforms initiated by Sixtus V see, Pastor, vols. XXI and XXII.
39 Pastor, v. XXI, 127.
40 Ibid.
41 Ibid., 128-129.
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bishops. On 5 January 1589 Sixtus established a constitution in which all bishops were
subject to severe penalties if they were to commit the crime of simony.42
The regular clergy was also subject to Sixtus’s rigorous mandate of reform. The
straying away of priests and nuns from their monasteries and convents was a major
problem, especially because of reports of the immoral behaviour in which they were
engaging outside their controlled and spiritual confines. By May 1586 an investigation of
all the convents in Rome resulted in more strict enclosures and the prohibition of the use
of carriages for members of the clergy or nuns.43 Sixtus also initiated reforms that
affected the upper clergy. In November of 1585 Sixtus reinstated the practice that all
“patriarchs, primates, archbishops, bishops, and cardinals, before they receive
consecration or the pallium, or before they undertake the charge of a new diocese, must
personally, and within a definite period visit the Tomb of the Apostles.’’44 Sixtus’s
motives here were presumably many, but it appears that the desire to reinstate past rituals
in order to reinforce his vision of the unified Church from the era of Constantine to the
sixteenth century were among them. Likewise, it appears there were political motives as
well, because Sixtus required all the upper clergymen at the time of their visits to the
Tomb of the Apostles to report all ecclesiastical matters from their parishes and dioceses
to the pope, including matters of punishment. This administrative step allowed Sixtus to
instil an intense sense of spiritual duty into the bishops, while making them more diligent
in the upkeep and administration of their dioceses. Personal contact with all the Catholic
bishops also provided Sixtus with an intimate knowledge of each diocese under his

42 Ibid., 129-130.
43 Ibid., 130.
44 Ibid., 134.
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dominion. Through his guidance each was able to foster a more homogeneous application
of the decrees of the Council of Trent throughout the Catholic world.45
Aside from his renewal of public works—i.e. new streets, aqueducts, fountains,
etc.—Sixtus V was also interested in reshaping the daily lives of the Roman people. His
concern for the welfare of the Roman people is also well noted by Pastor.46 During his
pontificate, all of southern Europe suffered a massive grain shortage. Sixtus responded to
this crisis by trying to ensure Romans had stable grain supplies, as well as fair and
equitable prices on bread. Despite his efforts, in the spring of 1598 Rome fell victim to
famine. Sixtus responded with a papal bull that stipulated that 200,000 scudi were to be
deposited in the papal treasury, which was to be used only for supplying Rome with
bread at a just price and loans for poor corn farmers.47 Sixtus concerns for the poor did
not end here. He went to great efforts to promote the wool and silk industries in order to
provide them with work.48
As a learned intellectual, Sixtus had a vested interest in patronizing intellectual
institutions. He expressed tremendous generosity toward the University of Rome, where
he once taught as a professor. During his pontificate he also founded three universities,
Fermo, Graz, and Quinto. He also had a hand in establishing the Collegio Montalto in
Bologna and the Collegio di S. Bonaventura in Rome.49
The severity of the pope and the strictness with which he set forth restoring the
Holy City was quantifiably successful. Pastor notes:
45 Ibid., 135.
46 Ibid., 95.
47 Ibid., 100-101.
48 Ibid., 107.
49 Ibid., 197-198.
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. . . it was the spirit of Catholic restoration, then showing itself in every
direction, which gave impulse to this great transformation of Roma Eterna
[Eternal Rome], which at that time, even externally, and for the third time in
the course of its long history, stood out as the capital of the world . . . Until
that time Rome had been substantially a medieval city; irregular in plan,
with streets and alleys that were narrow and tortuous, cutting across each
other with sharp corners, and lacking air and sunlight. This medieval
character had been maintained until the middle of the sixteenth century . . .
The Eternal City owes to him that character of grandeur and severe majesty.
. . And to this external transformation of Rome there corresponded the
internal change effected by the Catholic restoration.50
As Pastor indicates, the pontificate of Sixtus V pushed the Counter-Reformation agendas
forward; after Sixtus the Church considered itself triumphant over Protestantism. The city
was a bastion of faith, a beautified symbol of the strength of the Church, and a true
expression of the Eternal City in the image of an Early Christian and Roman past.5152
Thesis Context and Chapter Organization
Very influential to my study is the scholarship of Corinne Mandel, both her
dissertation and her subsequent book, Sixtus and the Lateran Palace (1994).

Mandel’s

research has affected current academic perceptions of Sixtus. As Mandel suggests, Sixtus
must be viewed as a “transformer, rather than a destroyer” and as a true “innovator” of
the iconography of the Counter-Reform Era.53 Mandel’s supposition is in direct contrast
to the negative characterizations made by scholars such as Wolfgang Lotz, who deems
the Lateran Palace “dull,” “thoroughly derivative and entirely unoriginal,” and Morton C.
Abromson who accuses Sixtus of trading “rapidity and volume” for quality of his
50 Pastor, voi. XXII, 219-220, 304.
51 Marcia B. Hall, After Raphael: Painting in Central Italy in the Sixteenth Century (Cambridge:
Cambridge University Press, 1999), 257.
52 Corrine Mandel, Sixtus and the Lateran Palace (Rome: Istituto poligrafico e zecca dello stato,
libreria dello stato,. 1994).
53 Giuseppe Soavizzi, “Introduction,” in Sixtus and the Lateran Palace, by Corrine Mandel (Rome:
Istituto poligrafico e zecca dello stato, libreria dello stato, 1994), 9.

works.54 To negate these suppositions, Mandel, for the first time in modem academic
discourse, focused on the entire cycle of frescoes at the Lateran Palace commissioned by
Sixtus V. By doing so, Mandel successfully proved the program is a historical fresco
cycle which communicates the doctrines of the Counter Reformation and above all
promotes Sixtus’s vision of the Catholic Church in which the papacy has restored power
and reigns triumphant.55 Mandel shows the Lateran frescoes as symbolic and purposeful;
the artistic commissions convey the character of Sixtus V, his pontificate, and his role as
vicar of Christ and symbolically represent both a reformed Rome and Sixtus’s identity as
pope. Her analysis is detailed and is an invaluable contribution to Sixtine studies.
Moreover, Mandel’s study combats the negative characterizations of Sixtine Rome
prevalent in the scholarship and introduces the intentional and calculated nature which
was at the heart of the Rome, envisioned by Sixtus V.
Similar to Mandel, who found existing analyses of the Lateran frescoes
insufficient, I too find discussions of his architectural projects dated and unsatisfactory,
particular with regards to understandings of the Lateran Palace. In this project I will
explore the relationship between Sixtus’s Counter-Reformation agenda with regard to his
urban renewal projects and the Lateran Palace, the construction of which was directed by
Fontana. Mirroring Mandel’s interventions, I explore the significance of Sixtus’s chosen
style, while also exploring the possible influences affecting his stylistic choices.
This thesis makes a substantial departure from existing scholarship, as it
endeavours to situate Sixtus’s activities more broadly within Europe and not just in
54 Morton Colp Abromson, Painting in Rome During the Papacy of Clement VIII (1592-1606): A
Documented Study (New York and London: Grand Publishing, 1981), 8; and Wolfgang Lotz, Architecture
in Italy: 1500-1600, second ed. (New Haven: Yale University Press, 1995), 120.
55 Ibid.
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relation to Italian models by considering current academic methodologies concerned with
the transference of culture. Looking more broadly at the Renaissance era, it is possible to
consider the influences of other Counter-Reformation leaders on Sixtus V, specifically
the Court of Philip II. In so doing, I suggest a reversing of the standard Renaissance
model of cultural transfer, in which Renaissance concepts and models flow outward,
unidirectionally from Italy. Rather, I will utilize a model of transfer that has been
promoted by Peter Burke, which proves more porous avenues of exchange were in effect
between regions in Europe.56 Consequently, as other regions, such as Spain, were
adopting the Renaissance, their manifestation of the ideals being applied in Italy took on
a varied and unique form, which could in turn be exported and thus influence other
regions across Europe. Therefore, this approach discards the scholarly notion of Italy as
the immovable artistic center of the Renaissance, in exchange for a method which
considers other centers as having the potential for innovation beyond the forms created by
their Italian counterparts. This approach does not deny the role Italian centers played in
the initial interest in classical culture and the revival of its forms and texts; rather, this
project aims to support the argument that other regions in Europe had an interest in the
Renaissance, especially for the claim to the glory of an ancient Roman past.57
For this project, the court of Philip n became of interest for several reasons.
During my initial investigation on the urban interventions of Sixtus V, an unexplored
similitude between the Reform agendas and styles employed by Philip and Sixtus struck
me as a link that needed more investigation. Through this first line of inquiry I discovered
a possible avenue of exchange between Philip and Sixtus which benefitted from the
56 Peter Burke, The European Renaissance: Centres and Peripheries (Oxford: Blackwell, 1998).
57 Ibid., 5.

17

reconsideration of the direction of cultural transfer during the Renaissance. Subsequently,
during my analysis of Mandel’s overview of the Lateran frescoes, particularly what is
considered to be the topographical Good Works images, another possible link to Spain
surfaced.

CO

Although Mandel suggests that these images are derived from illusionistic

antique traditions, she curiously included in a footnote that the impetus for the
topographical landscapes may have come from Philip II, who had similar views displayed
in his royal palaces.5859 However, there is no research to date which explores this specific
connection. Therefore, through Mandel’s study two unanswered avenues of inquiry have
surfaced: finding the significance of the exterior design of the Lateran Palace and the
origin of the style of the topographical Good Works featured in the Lateran frescoes.
Both have, up to now, been insufficiently explained through current scholarship, which
relies on the model of locating their influences solely within Italian precedents.
Therefore, with this investigation I will attempt to demystify the significance of the
Lateran’s design and the origin of the topographical Good Works through expanding the
way Renaissance transfer and influence is traditionally theorized.
Focusing on the Lateran Palace as the main case study of this project has provided
a thread of continuity, which has allowed me to address the nature of Sixtine Rome in
relation to the tenants of the Counter Reformation, as well as an examination of the
possible connections to Spain and patronage of Philip II. Considering the overwhelming
negative characterization of the Lateran Palace and Sixtine commissions in general
(which will be discussed in more detail throughout this thesis), Chapter One will

58 See Chapter Two.
59 Mandel, Sixtus and the Lateran Palace, 96.
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contextualize this study and introduce the methodological concerns for the project, which
needs more consideration than can be presented here.
Chapter Two, “The Lateran Palace Frescoes: Tracing the Origins of the
Topographical Good Works of Sixtus V,” attempts to find suitable precedents for the
topographical views depicted in the Lateran frescoes. The chapter focuses on two forms
of frescoes created here that pertain to his Good Works: the allegorical and topographical
Good Works of Sixtus V.60 Italian precursors and a general Renaissance trend in
cartography and landscape painting are taken into consideration, as well an identification
of an apparent similarity between the topographical works commissioned by the Spanish
monarchs, some which predate the Lateran’s images, and those of Sixtus V.
Chapter Three, “Uncovering the Lateran Palace,” focuses on decoding the chosen
architectural style of the building designed by Fontana for Sixtus V by posing the
questions why did Sixtus chose a reduced classical vocabulary for his papal palace and
how does this reserved classicism relate to his pontificate? Here again, the Lateran Palace
is placed in context to its Italian precursor’s specifically the Palazzo Famese, and to the
Escorial project commissioned by Philip II. By contextualizing the Lateran Palace within
the broader architectural practices of Renaissance Europe it becomes possible to
reconsider a building which has traditionally been seen as insignificant in the art
historical canon, as a testament to Sixtus V’s capacity to utilize the visual arts to create a
reformed Christian Capital and the crafting of a new identity for the papacy.

60

See Chapter Two, note no. 5.
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C hapter On e
H is t o r ic a l C o n t e x t a n d M e t h o d o l o g ic a l F r a m e w o r k s :
(R e ) C o n s id e r in g P o p e S ix t u s V

Between 1585 and 1590 guided by Pope Sixtus V, Rome experienced one of the
most rigorous programs of building, decoration, and urban renewal ever instituted in its
history.1 His goal was to communicate visually the ideals of the Counter Reformation
through the built form and decorative programming. New aesthetics were paramount in
signalling reform and recuperating the reputation of the Eternal City after the Council of
Trent (1545-1563). The creation and weaving of liminal, sacred and, ritualistic space into
the cityscape of Rome, simple didacticism, and clarity of decorative programmes can be
interpreted as symbolic of the visual translation of Counter-Reform ideals. Therefore,
Sixtus V’s attempt to recuperate Rome in the aftermath of the Council of Trent was
expressed through a sober and austere style of architecture, as exhibited at the Lateran
Palace (Figure 2). Sixtus’s legacy is characterized by his ability to oversee numerous
building and renovation projects, all executed rapidly and efficiently. However, scholarly
appreciations of his chosen style have commonly dismissed his work as dull and lacking
in originality. Yet, when considered in direct correlation to Counter-Reform agendas—
particularly the new spirituality of Rome under the Council of Trent—his style can be
appreciated, anew.
Sixtus V’s campaign of urban renewal went far beyond renovating and rebuilding
churches and papal buildings. His ambitions included an aggressive re-shaping of Rome
through visual and spatial expressions of reform and sanctity. Jack Freiberg, in his study1

1 Ostrow, “The Counter Reformation and the End of the Century,” 247-248.
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entitled The Lateran in 1600: Christian Concord in Counter Reformation Rome (1995),
proposes that Sixtus V was able to transform the entire city of Rome into an “urban stage
for pious activity” during his pontificate.2 His conception of Rome as a sacred stage was
reinforced through the revival of the tradition of the performance of papal ceremony from
the Middle Ages. Characterizing the cityscape as ritualistic space furthered the reach of
the church in communicating the ideals of the Counter Reformation to worshippers and
devout pilgrims as they moved throughout the sacred city.3 This new sacred space of
Rome was firmly rooted in and reaffirmed by architectural commissions, including the
rebuilding of the Lateran Palace and a new network of roads that connected the seven
major pilgrimage churches of San Pietro in Vaticano, San Paolo fuori le Mura, San
Giovanni in Laterano, Santa Maria Maggiore, Santa Croce in Gerusalemme, San Lorenzo
fuori le Mura, and San Sebastiano fuori le Mura. His program for renovation also
included the raising and de-paganization of four obelisks (the Latemanese, Vaticano,
Flaminio, and Esquiline) and the two triumphal columns of Trajan and Marcus Aurelius.
Extensive fresco cycles were also commissioned, more than any other pope before or
after him, for the interior of all the buildings, newly built or renovated, which received
Sixtus’s patronage.4

2 Freiberg, 23.
3 Ibid. The practice o f conducting holy ceremony and processions throughout the city was a
practice much more prevalent during the Middle Ages. Seeking a more vivid display o f piety and
spirituality in Rome, Sixtus V revived this practice.
4 Ostrow, “The Counter Reformation at the End of the Century,” 281- 284. Sixtus chose as his
head architect Domenico Fontana (1543-1607). Fontana was responsible for the urban renewal projects as
well as the architectural commissions. There is evidence that although Fontana was head o f programming
for all Sixtine commissions, Sixtus himself dictated the style and pace. This topic will be discussed in the
following chapters which addresses the architectural programming of Sixtus V in more detail. Cesare
Nebbia and Giovanni Guerra were chosen as the heads of decorative programming for all Sixtine
commissions, their role and contribution to the Sixtine decorative style is discussed in Chapter Two.
Ostrow, “The Counter Reformation at the End o f the Century,” 281- 284.
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With the conclusion of the Council of Trent in 1563, bold restructuring and a
moral rejuvenation of the Eternal City was a necessary and vital component for the future
of the Catholic Church as it contested the spread of Protestantism. Thus, the role of the
papacy during this period was to launch the decrees of the Council and revitalize papal
control and authority in both religious and political spheres.5
Papal commissions were focused on clarifying doctrines, standardizing liturgy
and scriptures, and abolishing “nepotism.” Absenteeism and the sale of indulgences were
also abolished.6 In the eyes of the most fervent reformers, Rome’s destiny was to become
an eternal symbol of the unity of Catholicism—the New Jerusalem and caput mundi. The
popes, beginning with Pius IV (1559-65), were handed the immense task of refashioning
the image of Rome, which required a reshaping of internal policies and a complete
resurfacing of the sacred landscape of the Eternal City.78Pius IV initiated the importance
of urban renewal in Rome and began with rebuilding roads to accommodate large
numbers of pilgrims coming into city for the Holy Year of 1575. Pope Gregory XIII
(1572-85) continued this trend during his pontificate, seeing Rome rise to moral and
o

aesthetic splendour during his reign. The succession of Sixtus V to the papal throne in
1585 was marked by a continuation of the urban renewal initiated by Pius IV and a zeal
to cleanse Rome of its pagan past in order to reclaim Rome triumphantly as the center of
Christianity.

5 Ibid.
6 Loren Partridge, The Art of Renaissance Rome 1400-1600 (New York: Harry N. Abrams, 1996),
16.
7 Frederic J. McGinness, “The Rhetoric of Praise and the New Rome of the Counter Reformation,”
in Rome in the Renaissance: The City and the Myth, ed. P.A. Ramsey (Binghamton, New York: Center for
Medieval and Renaissance Studies, 1982), 335, 356-357.
8 Hall, After Raphael, 257.
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Sixtus shared these visions and sought to execute the aims of the Council of Trent
with an immediacy that came to characterize his legacy as pope. Because its artistic
language has been difficult to situate, scholars have been at odds with interpreting the
overtly austere style utilized in his architectural programming.9 The Lateran Palace was a
site which received a complete renovation during the reign of Sixtus V. Its importance as
an Early Christian site, occupied beginning in the fourth century, and its renewal as the
official papal residence for the first time since the papacy fled to Avignon in 1309, marks
the building as an important arena in which we can observe the full manifestation of the
Sixtine style. The Lateran Palace received the most extensive and opulent interior
decoration, complete with frescoes and a level of gilding and ornament which do not
appear in either the fresco decoration of the Scala Santa or the Vatican Library—arguably
as a trio the most important Sixtine decorative commissions (Figures 3-4).101 Opulent by
Sixtine standards, the interior decoration of the Lateran (Figure 5) is characterized by a
remarkable narrative clarity and features Old Testament scenes and allegorical
representations that serve to link Sixtus and the Catholic Church to the Golden Age of
Rome.11 The self-aggrandizing agenda so prevalent in the interior decoration is hidden
within a building which, from the exterior, displays a purity of classical forms (Figure 2).
Reduced to the most basic elements and purged of ornament, the exterior of the building
is a conscious display of a reformist agenda. Indeed, the rhythmic organizational
qualities of the tripartite elevation recall the early Renaissance architecture of Michelozzo
and Alberti, with windows meticulously aligned and spaced vertically and horizontally

9 Mandel, Sixtus and the Lateran Palace, 26-30.
10 Hall, After Raphael, 162-63.
11 A more complete analysis of the interior decoration of the Lateran will be the included in
Chapter Two.
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across the façade. Window decorations are simple and reserved at the Lateran Palace: the
windows of the first level are capped by a simple cornice while the two upper levels are
adorned with simple classicized framing devices and pediments that alternate between
triangular and semi-circular forms, reminiscent of the Palazzo Farnese. 12
Besides the spread of Protestantism and the resulting movement to recuperate the
image of the Catholic Church through the efforts of the Counter Reformation, the Sack of
Rome in 1527, at the hands of the army of the Holy Roman Emperor Charles V of Spain,
can also be seen as a point of rupture for the history of Rome and the Catholic Church.
This complete devastation of the image and fabric of the Eternal City destroyed the
already waning myth of Rome as a hub of European civilization and model for the union
of cultures.1213 Baron von Hubner, modern biographer to Sixtus V, notes that prior to the
coronation of Sixtus V the climate in Europe and especially in Rome was quite
unstable.14 The efforts of the Protestant Reformation had already been successful in parts
of Germany, France, Poland, and Hungary and the whole of England and Scandinavia.
Subsequently, the fear of being swallowed by Lutheran reform was looming heavily on
Italy and Spain. The situation was made all the more desperate, considering the weakened
state of Rome after the Sack of 1527, and after the Catholic Church had come under
immense attack for their abuses of power and corruption.15 To continue the efforts to
restore the Holy City as sacred epicentre of the Catholic world, Sixtus employed an
aggressive papal policy of reform, which included an overhaul of many of the archaic

12 The Lateran Palace is commonly seen as different (or uninventive) in comparison to more
opulent Roman palaces which recall the grandeur of Imperial Rome. A great example o f this opulent style
is Palazzo Maffei Marescotti, begun 1577, only ten years before the Lateran renovation.
13 Manfredo Tafuri, Interpreting the Renaissance: Princes Cities and Architects, trans. Daniel
Sherer (New Haven: Yale University Press, 2006), 157.
14 O . . I ---- --

systems of governance that had been in place for centuries. Economic reorganization,
policy-making, and building were at the forefront of his campaign.
From the 1530s onward, the ideas of the Renaissance were infiltrating and taking
new shape in places like Spain, England, and France due to the translation of seminal
Renaissance texts. The concept of the architect was also adopted by regions outside Italy
around the 1540s. For example, Juan de Herrera, court architect to Philip II of Spain, is
described as “Architecto de su Magestad” (master architect) around that time.16 The
movement to reform the image of the Catholic Church and the provisions of the Council
of Trent, in combination with the spread of Renaissance texts and ideas to different
regions of Europe, makes this period, beginning with the Sack of Rome in 1527, an age in
which the ideals of the Renaissance were being redefined in Italy and abroad.
In the comprehensive study, Architecture in Italy: 1400-1600 (1974), Wolfgang
Lotz trivializes the Lateran program and describes the projects commissioned under
Sixtus as being “dull,” while characterizing his patronage as being one of “uniform and
monotonous character. . . thoroughly derivative and entirely unoriginal.”17 Although
Lotz’s explanation has become the standard assessment of the project, it is hardly
sufficient to explain Sixtus V’s chosen style. In the introduction to Corinne Mandel’s
study, titled Sixtus and the Lateran Palace, Giuseppe Scavizzi also describes the common
attitude toward Sixtine commissions. He states:

16 Ibid., 102, 115; and Catherine Wilkinson, “The Career of Juan de Mijares and the Reform of
Spanish Architecture under Philip II,” Journal o f the Society o f Architectural Historians 33, no. 2 (May,
1974), 131. In this article Wilkinson describes the rise of architecture as a discipline and profession during
Renaissance. During this time the characterization of architecture as a humanist discipline was tied to its
separation from craft and manual labour. This distinction is described by Alberti in De re Aedificatoria. In
Spain, the rise o f the architect in Albertian terms was not commonplace; in fact Juan de Herrera, arguably
the first in Spain to hold this title, was seen as holding a unique position in sixteenth-century Spain where a
dominant and closed apprenticeship system of building construction prevailed.
17 Lotz, 120.
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. . . the odd thing was that so much ambition did not translate into a style
of comparable breadth. This has usually been explained as a lack of tone:
Sixtus was not Julius II or Leo X, he remained the simple, austere and
somehow anti intellectual Franciscan friar whose projects had limited
cultural latitude . . . The ‘Sixtine Style’ has been looked upon as unworthy
in architecture as well as in painting: Domenico Fontana’s buildings are
uninspired, and the fresco decorations produced by the crowd of artists
working mostly under Giovanni Guerra and Cesare Nebbia do not deserve
any greater praise . . . With his reign we witness a massive increase in
artistic activity whose quantity cannot be ignored, but whose quality
remains crude and uninfluential.18
Flere Sixtus V is praised for the volume and administration of his building
projects and papal rejuvenations, and then chastised for the austere style he implemented.
It is difficult to believe that an austere and standardized style did not have ideological
significance for the pontificate. With the available evidence that explains Sixtus as an
accomplished theologian and intellectual, collector of books, and fervent reformer, I
suggest that the style implemented by Sixtus should be re-considered as an intentional
effort to communicate the reform of the Catholic Church through an austere and
restrained classicism. For example, Early Italian Renaissance models and contemporary
princely models, in particular the “Christian Plain Style” developed at the Spanish court,
may have had a direct influence on the development of the Sixtine style. Furthermore, the
commissions during the reign of Sixtus V should be considered as participating in a
distinct Counter-Reform tradition, separate from the parameters of both the High
Renaissance and the Baroque.
For example, in Spain, the unique development of the Renaissance, and the
utilization of a plain, sober classicism at the Escorial (Figure 6) is evidence that Philip II,
taking cues offered by his father and predecessor Charles V, was also interested in
communicating religious piety and devotion through the use of austere architectural
18

Mandel, Sixtus and the Lateran Palace, 3-11.
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programming. However, the use of a similar plain classicism and austerity in the projects
of Sixtus V has failed to produce similar insight or praise. The styles chosen by these
Reform-period leaders cannot be ignored as intentional communications of Reform
policies, nor can their debt to the historical and political climates from which they
emerged be overlooked. To appreciate the implementations of the austere style chosen by
Sixtus V it is vital to contextualize his chosen aesthetics to similar manifestations from
the same era. Aside from the notoriety given to Philip’s project, I have selected the
Escorial because prior to his papal coronation, Sixtus acted as an Inquisitor in Spain
(1565) where he most certainly witnessed the Spanish models.19 Although not a slavish
copying of the Escorial by any stretch, I suggest that the Counter-Reform style of the
Lateran (Figure 2) created a uniquely Italian understanding of the built forms Sixtus
witnessed in Spain.
Most often the aesthetic relationship between these two European identities is
treated as unidirectional—meaning the dissemination of Italian Renaissance forms solely
moving from Italy into Spain.2021To reverse this cultural transference trend, postcolonial
theories, such as those offered by Ann Laura Stoler and Frederick Cooper, which explore
the cultural exchanges between metropole and periphery must be utilized. The analysis
of Renaissance forms flowing bidirectionally between Italy and Spain illustrates the
porous boundaries of cultural exchange, which we frequently associate with colonialism,

19 Irene Polverini Fosi, “Justice and Its Image: Political Propaganda and Judicial Reality in the
Pontificate of Sixtus V,” The Sixteenth Century Journal 24, no. 1 (Spring, 1993), 84.
20 Earl E. Rosenthal, “The Uniqueness of the Renaissance in Spain,” Gazette des Beaux-Arts 122
(December 1983): 225-31; and Peter Burke, The European Renaissance: Centres and Peripheries (Oxford:
Blackwell, 1998).
21 Frederick Cooper and Ann Laura Stoler, “Between Metropole and Colony: Rethinking a
Research Agenda,” in Tensions of Empire: Colonial Cultures in a Bourgeois World, ed. Frederick Cooper
and Anna Laura Stoler Cooper (Berkeley and Los Angeles: University of California Press, 1997), 1-58.
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but also within Europe itself, thus reversing the standard, privileging model of Italy as the
artistic center of sixteenth-century Europe.
Linking the Sixtine style with Philip II of Spain can also illustrate how during the
Counter-Reform era, commonality can be located between two like-minded individuals.
Sixtus V and Philip II were interested in maintaining the same façade of religious piety,
justice, and devotion. Therefore, we can infer that the architectural projects of Sixtus V
can be explained as communicating a distinct and intentionally restrained classicism
much like the Counter-Reform style instituted by Philip II of Spain.
Charles Burroughs argues that during the Renaissance, architecture, in particular
the palace façade, became a vehicle of communication and an important feature of the
early modem era. Façades carry with them symbolic connotations, which may infer “the
socially motivated projection of rhetorical and representational concerns, or the
embodiment of universal, transcendently grounded values.”22 From the Early Renaissance
onward, façades “spoke,” in the words of Burroughs, for the patron and carried not only
their heraldry but their chosen flavour of self-aggrandizement.23As a signifier, the façade
during the Renaissance became a venue of self-representation, a “surrogate” for the
individual who commissioned it.24 It did not take long before efforts for self
aggrandizement led to the use of “plain” exteriors in order to mask the status of the
patron. This tactic would in turn be balanced by interior garden fronts, where expressions
of status would then be exercised more freely.25

22 Charles Burroughs, The Italian Renaissance Palace Façade: Structures of Authority, Surfaces of
Sense (Cambridge: Cambridge University Press), 2002), 12.
23 Ibid., 16.
24 Ibid.
25 Ibid., 34.
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In the early phases of the Renaissance we can find evidence of the façade, and
architecture in general, being developed as a means for self-expression. Furthermore, the
style of façades, in particular the amount of ornament they would display, was
manipulated by patrons in order to portray an appropriate “mask of power.” When
analysing the chosen style instituted by Sixtus V, the plain classicism employed can be
seen as an attempt to communicate the cessation of the misuse of papal revenues and a
return to the piety, devotion, and stability of the past. Plain and harmonious façades were
popular in Early Renaissance Florence, where Republican ideals infiltrated palace façade
decoration of elite palatial residences.2
62728These ideals are illustrated by the Palazzo Medici
(1445-1460), Palazzo Rucellai (1446-1441), and Palazzo Strozzi (1489-1539) (Figures 79). I suggest that, in view of the history of the development of the Renaissance façade
suggested by Burroughs, the chosen classical vocabulary adopted by Sixtus undoubtedly
holds some meaning, and cannot be solely praised for the “rapidity and volume” for
which his papal commissions were executed. Indeed, Sixtus pushes a reductive quality on
the exterior, which is accompanied by more an opulent interior setting at the Lateran
Palace, reminiscent of Burroughs’ supposition.
Kim Dovey offers vital methodological frameworks that highlight the importance
of built form as providing symbolic power functions within urban sites. In Framing
Places: Mediating Power in Built Form (1999), Dovey argues that rituals, ceremonies,
and symbolic displays of authority are vital to building and maintaining “power over”

26 Kim Dovey, Framing Places: Mediating Power in Built Form (New York: Routledge, 1999),

13.
27 Ibid.
28 Hubner, 135.
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relationships within societies. 29 “Built form” includes examples of both public and
private structures, as well as the urban planning of a cityscape. The sites that facilitate
these displays are vital to systems of power, which is why urban designs incorporate and
promote spaces for performance and ritual.
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Therefore the state-enforced urban design

of Rome under Sixtus and the renewed importance placed on papal performance and
sacred ritual within this space solidified control over the inhabited space and the Roman
populace. This even further restored and promoted a façade of control over the entire
body of the Catholic Church, placing Rome at the center of the Catholic universe and,
signalling it as the locus of Papal control and power.
Foucault’s emphasis on the use of metaphor in order to conceal the mechanisms
of power and the importance of imagination in the concealment and belief in the “masks
of power,” highlighted by Dovey, offers insight into the reasons behind Sixtus’s choice to
implement a distinct reform style of architecture for his building projects.2
9301 This chosen
affiliation with piety and restrained classicism was a vigilant attempt to revoke the power
lost through the defamation of the Catholic Church in post Lutheran attacks, where the
Church was criticized for nepotism and the sale of indulgences, and also for excessive
and opulent decorative programs. A new façade of power was vital in gaining back the
trust of its followers, and what a better guise than that of sterilized classicism, purged of
ornament, and a leader poised as enforcer of justice, piety, and devotion. Sixtus V
knowingly instituted reform aesthetics—employed primarily through architecture,
decorative programs, and urban planning—in order to naturalize and legitimize the power
29 Dovey, 9-10.
30 Ibid., 12. Although Dovey originally used this theorization in reference to more modern
dynamics, the theory used in conjunction with the building campaigns o f Sixtus allow for a further
understanding of the tactics being utilized by the pope to garner power.
31 Ibid., 13; Michel Foucault, Truth and Power: Selected Interviews and Other Writings 19721977, ed. Colin Gordon (New York: Pantheon Books, 1980).
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of the papacy over the dominions of the Catholic Church, for which support was waning.
Dovey argues that “the need for legitimization increases as power becomes totalizing . . .
Authority relies on legitimizing symbols in proportion to the venerability of that
authority.”32 For this reason, the presence and use of monuments, parades, and the
creation of sites for ritual are more prevalent in monarchies and dictatorships. The use of
architecture historically is subsequently tied to events of crisis when power is
threatened.33
Frederick McGinness argues that in accordance with this sacred built environment
preachers shaped a conception of Rome through rhetoric making it the “caput mundi ”
(capital of the world), not simply for the reason that the head of the Catholic Church was
located there, but because the city itself was sacred. As cosmic center, McGinness argues
that the city corresponds to the “divine archetype established before all time,” which is
based in Old and New Testament Christian theology.34 Scared space was used in papal
Rome by Sixtus V to garner power, as well as reshape Rome into sacred epicenter of the
Catholic Universe. As McGinness puts it:
In the years after the Council of Trent, Catholics began to acquire a more
distinctive identity than that just of being Christians, and with this
emerged a particular Roman Catholic topology of the spiritual universe .
.. On the terrain of this hostile world, Catholics saw their heavenly patria
in a special way. Rome once again symbolized the splendour of the
Church. The city set on a mountain to give light to all was the earthly
replication of that Eternal City toward which the faithful headed. One,
holy, Catholic, and apostolic, Rome symbolized the Church itself, the
civitas sancta living in the bond of the fullest charity and peace.35
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Dovey, 14.
Ibid.
Frederick J. McGinness, Right Thinking and Sacred Oratory in Counter-Reformation Rome,
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Ibid., 192.
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Sixtus’s plan for urban renovation included the ambitious project of moving and
re-erecting four ancient obelisks throughout key sites in Rome. The monuments were
originally brought to the city as expressions of the imperial power of the Roman Empire.
Sixtus V appropriated these powerful visual symbols of triumph and endowed them with
the divinity of the Catholic Church.

-i/:

The first to be moved was the Vaticano obelisk

known as St. Peter’s Needle.3637 Sixtus V ordered the monument relocated to St. Peter’s
Square where it stands as a symbol of Christian triumph (Figure 10). The other three
obelisks were no less important or less celebrated. They were erected at important nodes
throughout the city marking key streets and connections between sacred sites, once again
linking sacred spaces throughout the ritualistic space of the city.38 For example the
Laterano obelisk, the largest and oldest monument brought to Rome by Constantine’s
son, was stationed in front of the north transept of the Lateran Basilica, marking the
primacy and importance of this Early Christian site (Figure 11). The Flaminio obelisk
was relocated to the Piazza del Popolo and, lastly, the Esquiline obelisk was erected near
Santa Maria Maggiore to mark the relics of Christ’s birth housed within (Figure 12-13).39
The re-location of these ancient monuments and crowning them with Christian
symbols reiterated their function within the sacred space of the city—their primary
purpose being to proclaim the city of Rome dedicated to Christ. The two triumphal
columns of Trajan and Marcus Aurelius were also de-paganized and crowned with
symbols of Christianity: sculptures of St. Peter and St. Paul (Figures 14-15). This act can
be interpreted as a powerful statement by Sixtus, owning the pagan past of Rome and
36 Ostrow, ‘The Counter-Reformation at the End o f the Century,” 246.
37 The obelisk garners its sacred power from the ancient Christian belief that it was present at the
site where St. Peter was martyred in the First Century CE.
38 Ostrow, “The Counter Reformation at the End o f the Century,” 84.
39 Ibid., 281-283.

32

finding new ways to communicate the triumph of Catholicism that dates back to
Constantine.40
When analysing the possibility of cultural transference between Rome and Spain,
consideration of the nature of contact, both cultural and political, should be considered in
order to gain a full understanding of how ideas were shared and developed. In the case of
Spain and Rome there is a complex history of interaction, which includes the transfer of
Renaissance theory and knowledge of imperial agendas. Thomas Dandelet offers a
comprehensive study of the political relationship between Spain and Rome in his book
Spanish Rome, 1500-1700 (2001). Dandelet describes the relationship between the two
powers as one of “necessity and desire,” wherein Spain took on the role of defending the
Church in exchange for a favoured status in Rome and on the stage of European affairs.41
During the reign of Ferdinand and Isabella the benefits of finding a good ally in Rome
became an important diplomatic pawn among Spanish monarchs, and also for the next
two hundred years. Spanish rule in Sicily and then in Naples also deepened the
connection between the two powers. Spain subsequently claimed itself as protector and
defender of the Eternal City. Dandelet argues, “As diplomatic center of Europe and the
seat of Roman Catholicism and religious authority, Rome was crucial to the Spanish
monarchy’s international reputation, expansionist agenda, internal authority and financial
control over the Church.”42 Spanish allegiance to Rome also functioned as a connection
to the classical past, a history which was an important part of the political ideologies of
both Charles V and Philip II of Spain. Spanish patronage and economic support,

40 Frieberg, 32.
41 Thomas James Dandelet, Spanish Rome, 1500-1700 (New Haven: Yale University Press, 2001),

5.
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Ibid., 7-8.
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especially during the reigns of Philip II and Philip IV, enabled the urban transformations
of Counter-Reformation Rome. This support, however, did not come at a small price to
the Church. For example, in exchange for military protection and economic support, the
papacy granted Spain revenues from three profitable Church taxes, the cruzada, the
subsidio and the excusado, which were primarily used to fund the massive Spanish
military. These three taxes were essentially ecclesiastical revenues, massive, and vital
sources of income granted to the Spanish state; however, the financial advantage of the
papacy was that they did not have to fund their own military force for either protection or
crusade.43
The relationship between Sixtus V and Philip II continues along the same course
experienced historically between the two powers. In Spain, Sixtus had a reputation for his
ecclesiastical strictness, and was known for the time he spent there on a diplomatic
mission and as an Inquisitor. During his time as pope, Sixtus V struggled to maintain
control over the slippage of more power into the hands of Philip II. After a grain shortage
in 1586, the pope was forced to ask Spain for assistance and shortly after Spain came to
the aid of Rome when Sixtus V granted Philip II and his son the power to assign all the
bishops in Sicily.44
Although the pope recognized the importance of a strong alliance with Spain, he
feared the threat of Spanish domination. Due to the immense wealth and power of Spain
during this period, the pope was adamant in adhering to policies which secured a balance
of power in Europe. Acting as a counterweight, Sixtus’s aim was to control Spain from

43 Ibid., 59-61.
44 Ibid., 86-88.
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overwhelming the rest of Europe.45 No sovereign caused the pope more anger or
frustration regarding political matters; however, Sixtus did recognize that Philip II
deserved the title of Catholic King, was a devoted sovereign, faithful defender of the
dogmas of the Church, and had led the fight against heresy. Sixtus was painfully aware of
his dependence on Spain and as Pastor states, Sixtus once admitted that “in his capacity
as temporal sovereign, he was like a fly compared to an elephant before the king on
whose dominions the sun never set.”46
Both Philip II and Pope Sixtus V chose to break from traditional decorative styles,
popular in both Spain and Italy during this era, and instead, opted for a restrained style to
embody the reform and moral organization of their dominions. The desire to break from
traditional architectural styles acts symbolically, indicating the establishment of programs
of change visually signified through built form. Catherine Wilkinson argues, in “Planning
a Style for the Escorial: An Architectural Treatise for Philip of Spain” (1985), that an
architectural treatise now rightfully attributed to the era of Philip II of Spain, delineates
the new reforms adopted and instituted by the king in 1559. In her analysis, Wilkinson
attempts to determine whether the design of the Escorial was a conscious move to
promote Counter-Reformation ideology through the application of sober Christian
classicism.47 The writer of the text examined by Wilkinson, established a program of
architecture inspired primarily by Alberti’s De re aedificatoria (On the Art of Building),
with an emphasis on moral implications which were congruent with Counter-Reformation
ideals. The reference to Alberti was tailored significantly in order to support a particular

45 Pastor, vol. XXI, 273.
46 Ibid.
47 Catherine Wilkinson, “Panning a Style for the Escorial: An Architectural Treatise for Philip of
Spain,” The Journal of the Society of Architectural Historians 44, no. 1 (1985), 37-38.
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type of classicism, one that was purged of allusions to paganism and classical culture.
The model of classicism which remained was characterized by unified, homogenous
architecture ornamented by the orders (primarily the Doric and Ionic), with an emphasis
on the composition of parts in unity, harmony, and beauty as prescribed by Alberti.48
Wilkinson also adds that Philip’s commissioning of the Escorial (Figure 6) in this
style broke with the current trend in Spanish architecture which tended toward the highly
decorative Plateresque style, as exhibited by the façade of the University of Salamanca in
Spain (Figure 16). His selection of architects from outside the highly controlled Spanish
architectural craft system also illustrates Philip IPs desire to break away from the current
architectural iconography and establish a new style symbolic of the initiation of a new era
for Christianity and for Spain. His desire to create a new visual iconography that
embodied the ideals of the Counter Reformation and his reign can be deduced from both
the style of the Escorial and the manuscript brought to our attention by Wilkinson.49
The significance of a restrained Renaissance style utilized at Charles V’s Palace
in Granada (1527, Figure 17) is discussed by Manfredo Tafuri in a chapter entitled, “The
Significance of the Palace” (2006), and is particularity useful in comprehending the
symbolic nature of restrained Renaissance classicism. Also a unique design at the time of
its construction in 1527 when the Plateresque style was the dominant trend, the Palace of
Charles V adopted the features of the High Renaissance, which were applied by Pedro
Manchua (1490-1550), his court architect, in a severe manner, introducing the style to
Spain for the first time.50 Tafuri argues that in its original state, sans sculptural ornament
introduced by others, the palace stood as a primary example of the earliest form of el
48 Ibid., 39-40.
49 Ibid., 46-47.
50 Tafuri, 236-237.
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estilo desomamentado (unornamented style) in Spain.51 As successor to the Roman
emperors, Charles V adopted the Italian style for his palace as a way to signal political,
historical, moral, and aesthetic associations with Ancient Rome. Tafuri states that “the
Roman style when used for the palace of a Renaissance prince, attributed to him the
heroic virtues associated with Roman Emperors—magnificence, majesty, courage,
clemency, magnanimity, justice, and prudence, together with invincibility, and in addition
. . . the stability and durability of the empire.”52 The “chaste and sober” forms of the early
Florentine Renaissance architects, such as Brunelleschi and Michelozzo, were adopted
over the sumptuous modes of Imperial Rome.53 Therefore, the style utilized in the palace
was symbolic of rulership and was meant to convey permanence and imperial power
through architectural form.
After the death of Sixtus V, Pompeo Ugonio, intellectual, scholar and professor of
Greek and Latin, praised the achievements of the pope and his establishment of Rome as
the New Jerusalem and caput mundi. Ugonio states:
Weighted down by the load of his good works. Now it is liberated from
the fear of cut throats, permeated with the light of peace, augmented with
wider streets, adorned with buildings refreshed by fountains, implanted
with massive obelisks reaching to the very heavens . . . Wheresoever
Rome turns, she sees herself restored to a new golden age abounding
with justice, fortitude, vigilance, liberality, magnificence, and the piety
of this greatest prince . . . She fears however, to appear ungrateful,
because in no way can she repay in immensity of such great benefits.54
This statement by Ugonio expresses the true transformation Rome underwent throughout
the pontificate of Sixtus V. Not only was Rome now beautified, but it had evolved into a
full manifestation of the Counter-Reform era. Despite this contribution to the history of
51 Ibid., 243.
52 Ibid., 248.
53 Ibid., 247-248.
54 Partridge, 40.
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the Counter Reformation and the symbolic significance with which Sixtus imbued all his
commissions, there has been a general disregard for the importance of Sixtine Rome, bar
the more recent aforementioned studies.55 Keeping in mind the methodological
frameworks discussed here, along with the historical context and personality of Sixtus V
will allow for a new avenue of inquiry into Sixtine Rome to unfold. Applying the theory
of Renaissance transfer which allows Spain to play an influential role has allowed me to
cast new interpretations of the chosen form of the topographical Good Works,
represented in the Lateran frescoes, and for the exterior design of the Lateran Palace, as
will be discussed in the following two chapters respectively.

55 Notably the scholarship o f Corrine Mandel, Marcia B. Hall, and Frederic McGuinness.
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C hapter T w o
T he Lateran Palace Fresco es:
T r a c in g t h e O r ig in s o f t h e T o p o g r a p h ic a l G o o d W o r k s

Corrine Mandel’s study on the Lateran decorative program has contributed vastly
to the understanding and the appreciation for Sixtine Rome and the Counter-Reform era
as a whole.1Her recognition of the Lateran program as a heavily symbolic and a
significant artistic contribution stands firmly against the negative characterizations of the
Sixtine decorative style. Because of her study it is now possible to view the nature of the
Lateran cycle as intimately connected to Sixtus’s Franciscan identity and to the
ideological tenets underlying his pontificate. Mandel illustrates these connections by
focusing primarily on the Good Works of Sixtus V, which are depicted in the Lateran
program.1
23Their importance in the program rests on their ability to convey not simply the
ambition of the pope, but rather, the Good Works embody how to enact the Catholic
<2

doctrine through good actions and faith. The Protestant critiques of the Church
heightened the importance of the narratives in the Good Works. Therefore, the
visualization of the good deeds of Sixtus V functioned to symbolically express the
internal restoration of the papacy and its ability to move forward through enacting
reform.4

1 Mandel, Sixtus and the Lateran Palace.
2 The Good Works referred to by Mandel are the depiction of the good deeds the pope carried out
during his pontificate— including artistic, political, economic, and ideological contributions. A few
important Good Works mentioned in this chapter are the building o f the Acqua Felice, the raising of four
obelisks and two ancient columns, building a harbour at Civitavecchia, providing Rome with grain and a
fair price for bread, and purging the city of the rampant bandits.
3 Soavizzi, 7-8.
4 Ibid.

39

The large scope and comprehensive nature of Mandel’s study on the Lateran
program, offers an excellent point of departure for any discussion, including mine here on
a specific type of Good Works present in the Lateran cycle: the topographical Good
Works (Figures 18-23).5 For Mandel, the scenes convey the character of Sixtus V, his
pontificate, and his role as vicar of Christ. Mandel does not delve deep into the origins of
the topographical landscapes as it is not her focus. However, the context she has created
serves as a point of departure for my study into the origins of the topographical
landscapes. Because of the complexity of Mandel’s contribution I will not reproduce her
findings here, as my main point of interest is the source of the topographical Good
Works.
As a whole, Mandel argues that the model for the style of the Good Works is
drawn from the antique manner of illusionistic landscape painting being revived during
the Renaissance. However, as noted earlier in this thesis, she also refers in passing to the
works commissioned by Philip II to be displayed in his royal palaces in Spain.6 I will
build on this proposal offered by Mandel in order to suggest that the impetus for the style
of the topographical Good Works was not solely antique traditions but rather
incorporated existing Spanish traditions as a model.
Upon initial examination, the Sixtine topographical landscapes and those
commissioned by Philip II do appear to have formalistic similarities. There is, however,
5 The term “topographical Good Works,” coined by Mandel, refers to a specific set of Good
Works depicted in the Lateran program, which display a landscape or view featuring an architectural
element as the work being depicted. These scenes are devoid of narrative content which appears in the
depiction of the other Good Works o f Sixtus V.
6 Mandel, Sixtus and the Lateran Palace, 96. Note no. 16 states, “It is entirely possible that the
idea for the politically charged Sixtine Landscapes (vis-à-vis the contemplative Franciscan ones) came
from Sixtus himself, who would have seen Philip II’s landscapes when in Spain on a diplomatic mission for
Pius V .” The “contemplative Franciscan” landscapes are what she and I both refer to as the “allegorical”
type (Ibid.).
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no scholarship to date which examines this possible influence. From the lens through
which I have chosen to approach Sixtine Rome, looking toward the Spanish Renaissance
and the patronage of Philip n, it is possible to move away from the dominant trends in the
academic discourse that have been controlled by Italo-centric models. The differences
displayed by the topographical landscapes, in contrast to the allegorical-type, clearly
illustrate that non-Italian traditions were influencing the way the topographical images
were rendered at the Lateran, considering that papal Rome did not exist in isolation
during this era. The Church had deep political ties with other European powers,
especially with the Spanish monarchs, as was discussed in the first chapter of this study.
The Sixtine Decorative Programs: The Reception and the Artists
The decorative programs commissioned by Sixtus, unfortunately, suffer from the
same negative characterization as his architecture. Often described as “crude, uninspired,
and un-influential,”7 the Sixtine fresco programs have until recently been allocated an
insignificant position in terms of Renaissance artistic achievement. However, academic
reconsiderations illustrate that the Sixtine decorative programs are a visual manifestation
of Counter-Reformation ideals. For example, Alexandra Herz has termed the Sixtine
decorative programs as “documents of the Counter Reformation,” which express a desire
to carve out a new stylistic consciousness for the future of the Reformed Church—a goal
which lies at the heart of Sixtus V’s pontificate.8 During his five-year term (1585-90),
Sixtus commissioned and saw to completion the frescoing of more square-meters of
interior space than any other pope in history. Executed with an astonishing amount of

7 Scavizzi, 5.
8 Alexandra Herz, ‘The Sixtine and Pauline Tombs: Documents of the Counter-Reformation,”
Storia dell'arte 43 (1981), 241.
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uniformity, the images illustrate the moral and spiritual nature of roma renovata
(renovated Rome) and embody a new vision of Christian Rome.9 Considering Sixtus’s
interest in utilizing decorative programming to communicate the maturing of the Reform
era, undoubtedly his patronage made an important artistic contribution. Furthermore,
Sixtus understood the effectiveness of decorative programs in communicating his
agendas and promoting himself, as well as the doctrine of the Church.
Three of the most important decorative programs executed under his patronage,
the frescoes of the Scala Santa, the Vatican Library, and the Lateran Palace, were
completed in less than two years, February 1588 to November 1589. The Lateran
program alone represents over ten-thousand square meters of wall and vault space, which
was completed in seven months time.10 Due to the staggering rate in which the decorative
programs were executed, many scholars have accused Sixtus of being concerned
primarily with the volume and rapidity of execution, while ignoring the quality of the
work within. Sixtus has also been accused of employing second-rate artists who produced
a final product which was technically inferior and lacked complexity in composition. An
example of this type of erroneous interpretation is illustrated by Morton C. Abromson
who argues:
As other popes before him, Sixtus had his preferred painters as well as his
favourite architect. The painters used by Sixtus V, however, were less
accomplished artists than those who worked for his predecessor, Gregory
XIII. Several reasons account for the absence of artists of real stature
working in major capacities for Sixtus. The pope was primarily interested
in large quantities of work executed with great rapidity, not high quality or

9 Ostrow, “The Counter Reformation at the End of the Century,” 286-287.
10 Hall, After Raphael, 265. To give an idea of exactly how quick the Lateran frescoes were
completed it may be useful to note it took the Carracci five years, 1595-1600, to fresco the Galleria

Famese.
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production. He thus sought artists with good organizational ability, rather
than those with great talent.11
Abromson fails to consider that the two artists who headed all the Sixtine decorative
programs, Cesare Nebbia (1536-1614) and Giovanni Guerra (1544-1618), were
previously employed by Pope Gregory XIII on various papal commissions. Furthermore,
both artists were recognized as accomplished Renaissance masters in their time, and
trained under Girolamo Muziano, the favoured artist of Gregory XIII (1572-85).112
In their separate studies, critics Steven Ostrow and Rhoda Eitel-Porter identify
both Guerra and Nebbia as mature Renaissance masters who were involved in the
development of a distinct Counter-Reform style of painting; a style that displays attention
to naturalism and classical restraint reminiscent of the early cinquecento. Nebbia’s style,
influenced by his teacher Muziano, gracefully communicates notions of piety and
devotion. Guerra is distinguished by a style which is both refined and elegant. His major
influences were Frederico Zuccari and Giovanni de’Vecchi.13
Like Mandel’s previously referenced study, the work of Steven Ostrow has
contributed significantly to Sixtine scholarship, both in terms of understanding Sixtus’s
decorative programs and the artists whom he employed. Ostrow was able to document
that Nebbia and Guerra were accustomed to working on large collaborative projects.
11 Abromson, 8.
12 Sixtus V employed a large team o f artists, up to twenty at a time, headed by Guerra and Nebbia.
Some of the other artists listed as being involved in the Sixtine decorative commissions are Ferrau
Fenzione, Paul Bril (landscape specialist), Andrea Lilio, Giocomo Stella, Giovanni Battista Pozzo, Paris
Nogari, Cesare Torelli, Cesare and Vincenzo Conti, Antonio Scalvati, Girolamo Nanni, Avanzino Nucci,
Giovanni Battista Viola, Giuseppe Franco, Paolo Guidoni, and Orazio Gentileschi. See, Steven Ostrow, Art

and Spirituality in Counter Reformation Rome: The Sistine and Pauline Chaples in S. Maria Maggiore
(Cambridge and New York: Cambridge University Press, 1996), 13; and Rhoda Eitel-Porter, “Artistic CoOperation in Late Sixteenth Century Rome: The Sistine Chapel in S. Maria Maggiore and the Scala Santa,”
The Burlington Magazine 139, no. 1132 (July 1997), 452.
13 Ostrow, Art and Spirituality in Counter Reformation Rome, 86.
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Nebbia worked as an imprenditore (artistic director) on many collaborative commissions,
including the decoration of the Cathedral at Orvieto, the Oratorio del Gonfalone and
Oratorio del SS. Crocifisso at S. Marcello in Rome, and Gregory XIII’s Loggia
Cosmografia. Prior to Sixtus’s coronation Nebbia was involved, along with Muziano, in
the decoration of the Loggia Cosmografia in the Vatican Palace under the patronage of
Gregory XIII (1572-1585).14
Guerra was an accomplished artist as well. Before working on the Sixtine
projects, he painted, with Nebbia, at Ippolito II d’Este’s villa at Montecavallo, assisted
Vasari with the decoration of the Sala Regia in the Vatican, and worked alongside Nebbia
and Muziano on the mosaics of the Cappella Gregoriana in St. Peter’s.15 Although Nebbia
and Guerra practiced a similar style to Muziano, Sixtus chose not employ Muziano as
director of his decorative programs. Presumably, this indicates Sixtus’s desire to
distinguish his style from that of his predecessor Gregory XIII for whom, in the words of
Ostrow, “Sixtus felt only contempt.”16
The Lateran Program
The Sixtine decorative programs adhere to a strict mandate and express a certain
decorum and restraint in the renditions of the Holy Scripture and political and allegorical
themes. As such, Sixtus’s program systematically responded to the Protestant critique of
the Catholic imagery, as heretical and idolatrous, by reinforcing a clear narrative of
Church doctrine.17 The Lateran’s decoration conforms to these practices while also

14 Ostrow, Art and Spirituality in Counter-Reformation Rome, 78.
15 Ibid., 81.
16 Ibid.
17 t k ;,4
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including Sixtus’s message of renewal. Through the rebuilding of the Lateran complex—
an Early Christian symbolic site for the foundation of the Catholic Church —
symbolically Sixtus was ushering in a new era characterized by reform.1819 Although the
Lateran complex has spiritual significance and is connected to San Giovanni in Laterano,
the first Christian basilica in Rome, it serves as a papal residence and has ecclesiastical
offices; the building, then, is more akin to a princely palace than a holy shrine. The
interior decoration reflects political tenets that focus more on self-representation than or
spiritual narratives. Therefore instead of a primarily devotional cycle, the Lateran Palace
frescoes are heavily laced with political assertions of the power of the papacy. The
political messages at the Lateran, which focus on pontifical history, comingle with
numerous Old Testament narratives; the agenda is to assert the power of Sixtus as
temporal sovereign of the Roman world and the papacy.2021This is especially evident in the
Sala di Constantino at the Lateran, which illustrates the life of Constantine, the first
•

Roman Emperor to accept Christianity and the founder of the Lateran site.

21

The Lateran’s cycles contain complex statements about Sixtine policy making and
are a fervent expression of Counter-Reform politics. These messages are presented
through the clear historicity that is similar to the program at the Vatican Library and the
“one level” narratives of the Scala Santa. Although not decadent by period standards, the
images at the Lateran Palace are more opulent and present rather unfamiliar episodes of
papal history in comparison to the cycles at the Vatican Library and the Scala Santa. This

18 Constantine the Great established the Lateran Palace as the papal residence and, the adjacent,
San Giovanni in Laterano as Rome’s Cathedral church, in 324. See, Freiberg, 1-14.
19 Hall, After Raphael, 260.
20 Ibid., 262. An account of the nature of the Sixtine decoration o f the Scala Santa and the Vatican
Library are also included in Hall’s text.
21 Ibid.
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sense of luxury and triviality at the Lateran Palace can be explained by the more secular
and private nature of the palace; the only devotional area per se is the palace’s chapel.
The cycles at the Lateran, then, were open to different subject matter, with strong
political and social significances in the promotion of Sixtine policy and the self
aggrandizement of Sixtus V himself. For example, the Sala Di Daniele at the Lateran,
illustrates the stories of Daniel that were omitted from the Protestant Bible, the exposure
of the fraud of the priests of Bal and the slaying of the sacred dragon (or snake) of Bal
(Figure 24).2223 Hall’s account of the story is as follows:
King Cyrus, impressed by the magic appetite of the statue of Bal, asked
Daniel why he did not worship him, Daniel replied that the statue was only
a statue and that the banquet laid out for him, which mysteriously
disappeared each night, was being consumed by an all-too-human way.
Accompanied only by the king, he secretly covered the floor of the temple
with ashes. The next day when the sealed temple was opened, the ashes
were disturbed with many footprints; they led to a trap door through
which, Daniel showed the king, the priests and their wives and children
admitted themselves each night for their evening repast. Daniel then
proceeded to kill Bal’s sacred dragon by feeding it a concoction of pitch,
hair, and honey until it split.24
The story unfolds in the image through an ingenious device of illustrating the statue from
a variety of viewpoints—as if the viewer is circling it. The significance of the story for
Sixtus was its ability to convey the proper use of images—one that did not support
accusations of idolatry. The narrative’s inclusion here is principally political as its
religious content is tied to efforts to combat the threats of Protestantism.25

22 Ibid., 259.
23 Ibid.
24 Ibid., 262-263.
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The Good Works Landscapes
The theme of the Good Works was common in Sixtine decorative programs: the
Vatican Library has thirty-two scenes, the Villa Montalto has fourteen, and the Lateran
has seventeen in two rooms. The Good Works of Sixtus V depict and immortalize his
major achievements as pope. The events range from acts which ensured the security of
Rome, such as the Extripation of the Bandits, to the building of a new freshwater
aqueduct. Mandel argues that the Good Works of Sixtus V are depicted most effectively
in the Salone dei Papi of the Lateran Palace. Her supposition is based on the room’s
program being comprised of the Good Works depicted in combination with history
painting, resulting in the most coherent and meaningful set of Good Works
commissioned by Sixtus. 26
In the Salone dei Papi, the Good Works appear in two formats: allegorical
landscapes with history painting narratives that include the imprese21 of Sixtus V
personified as a lion (Figures 25-28) and topographical landscapes which depict his major
building or renovation achievements (Figures 18-23).262728 This differentiation is vital to
deciphering their influences. For Mandel all these “tapestry”-like landscapes have “their
ultimate source in the works of the Augustan painter Ludius, who Pliny the Elder relates,
‘introduced a delightful style of decorating walls with representations of villas, harbours,
landscape gardens, sacred groves, woods, hills, fish, ponds, straights, streams, shores and

26 Ibid., 93.
27 An impresa (or plural imprese) is a pictorial device which displays the emblem of an individual
and is used to represent them. In the Case of Sixtus V, it includes him personified as a lion along with pears
and mountains, which symbolize his name and familial symbols.
28 Corinne Mandel, “Golden Age and the Good Works of Sixtus V: Classical and Christian
Typology in the Art of a Counter-Reformation Pope,” Storia delle’arte 62 (1988), 29.
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any scene in short which took the fancy.”’ Mandel argues that the allegorical landscapes
which depict the impresa of the pope—Treasure at Castle Sant’Angelo, League of
Christian Princes, Extirpation of the Bandits, and Abundance Created by Sixtus V
(Figures 25-28)—have a direct connection to the antique tradition in their form and
Golden Age symbolism, an era that Renaissance Romans felt they had returned to under
Sixtus V.293031In discussing the topographical landscapes, as mentioned earlier, Mandel
suggests that the topographical landscapes are informed by the same antique tradition.
The topographical Good Works include the Acqua Felice, Port ofTerracina and Pontine
Marsh, Harbour of Civitavecchia, Monte Cavallo, City of Montalto, and The Holy House
of Loreto (Figures 18-23).

o1

However, the topographical landscapes display a significant

departure from the allegorical type.
To make a distinction between the topographical and allegorical Good Works a
better understanding of the antique tradition must first be established. During the
Renaissance, the antique landscape decoration described by Pliny was resurrected; Pliny
was known to describe in tremendous detail the lavish gardens of numerous ancient
villas. Pliny’s concepts appear in the mural decoration for Innocent XIII’s Villa
29 Mandel, Sixtus and the Lateran Palace, 96.
30 The Golden Age myth can be traced to Classical times. Charles L. Stinger describes “the Golden
Age was the primeval period of pastoral innocence, during which the human race, under the benign rule of
Saturn (and Janus) lived in tranquility and happiness. Neither miner’s picax nor the farmers plough had
marred the earth, money and property had not yet appeared as sources of human divisiveness, and men
lived in harmony with nature, dining on natural foods, particularly the acorn” (296). This would eventually
end, giving rise to the bronze and iron ages, characterized by “violence, cruelty and wickedness and war”
(296). Virgil created an important alteration to the myth, in which after the Iron Age a new Golden Age
would be born. There would be a return to the primacy of nature and a flowering o f art and literature would
occur. It is also suggested by Virgil that this new Golden Age is connected to the reign of Augustus and the
Pax Romana—bringing with it some new defining characteristics. Pastoral primitiveness was subsequently
replaced with advanced civilizations and again primacy in the arts. The trope of the new Golden Age would
subsequently be utilized by many Roman Emperors, Renaissance popes, and even the Elizabethan
Monarchy. See, Charles L. Stinger, The Renaissance in Rome (Bloomington: Indiana University Press,
1985).
31 Mandel, Sixtus and the Lateran Palace, 96.
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Belvedere (1484-1492), which are arguably the first to utilize the antique style, since
antiquity. Although much of this decoration has been lost or heavily restored, the
remaining fragments and contemporary accounts offer insight to the original style and
influence. Vasari notes Innocent XIII requested images to be created in the antique style
so that they could effectively illustrate his power over and alliances with other regions of
Italy, thus using the antique style for political agendas.32 For these murals, which
included depictions of Rome, Naples, Milan, Genoa, Florence, Venice, and Naples, the
artist, Pinturicchio, painted in a style termed alia maneria de ’Fiamminghi (in a Flemish
manner), in reference to the richness of detail characteristic in Flemish landscape
painting.33
To illustrate the antique tradition additional references appear in the Sala d’Ercole
at the Palazzo Farnese in Caprarola (Figure 29) and in the Camera dei Semibusti at the
Villa Imperiale in Pesaro (Figure 30). Both examples exhibit the outdoor-style settings
created by the trompe I’oeil (to fool the eye) framing devices, thus, rooms appear to open
to the outdoors.34 The remnants of this effect are still present in the Galleria delle Statue
at Innocent’s Villa Belvedere. Here the room appears to be an open-air loggia, the vault
supported by real pilasters, which frame the floor to ceiling mural landscapes (Figure
31).35 The illusionistic effect pays homage to antiquity, while the content of the
landscapes—views of Milan, Rome, Genoa, Venice, and Naples—offer political
symbolism which relates the imagined possession and control over disparate papal

32 Sven Sandstrom, “The Programme for the Decoration o f the Belvedere of Innocent VIII,”

Konsthisorisk tidskrift 24, no. 1 (1960), 35-42.
Ibid.
Ibid., 42.
35

J. Schulz, “Pinturicchio and the Revival of Antiquity,” Journal of the Warburg and Courtauld

Institutes 25, no. 1/2 (Jan. - Jun., 1962), 35-37.
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regions. Indeed, critic Juergen Schulz suggests that the Belvedere landscapes are the first
precursors of the revival of antiquity during the Roman High Renaissance.
Schulz, like Mandel, connects this type of decoration directly to the texts of Pliny
the Elder and Vitruvius.3637 However, the topographical Good Works featured in the
Lateran cycle do not fit as neatly into this tradition. To a point, I agree that the antique
model was being referenced in these frescoes as far as the works’ architectural framing
devices are concerned; they are rendered in a manner that mimics an antique open-air
loggia. A view of the Acqua Felice on the far wall of the Salone dei Papi in the Lateran
Palace illustrates the effect of the architectural framing (Figure 32). However the work
was created to showcase a particular architectural setting, the new aqueduct, rather than
the broad open vistas characteristic at the Villa Belvedere.
Two main differences exist between the content of allegorical and topographical
scenes which makes the distinction apparent. Firstly, the topographical Good Works do
not have the same complex narratives that are present in the allegorical landscapes
featuring the imprese. For example in the Abundance Created by Sixtus V (Figure 28),
iconography specific to Sixtus V is being utilized to illustrate the narrative and its
symbolic content. The lion is a personification of Sixtus, who is shaking pears down from
a tree (pears are the symbol for Peretti, his surname) that are being gathered by a flock of
sheep (the Roman people/followers of Christ). The scene represents Sixtus’s actions to

36 Ibid.
37 Vitruvius describes the ancient practice o f wall decoration; as paraphrased by Schulz, Vitruvius
states, “. . . in covered promenades [the ancients] used for ornament the varieties of landscape gardening,
finding subjects in the characteristics of particular places; for they paint harbours, headlands, shores, rivers,
springs, straights, temples, groves, hills, cattle shepherds” (Ibid.).
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secure food and resources for the people of Rome during a grain shortage.

■70

In contrast,

in the topographical Good Works, which display the building accomplishments of the
pope, such as the Acqua Felice and the Harbour at Civitavecchia (Figures 18 and 21), the
animals and people in these images are insignificant to the larger scene.
Secondly, the allegorical images are primarily located in generic nature-settings
reminiscent of models described by Pliny and Vitruvius being mimicked during the era,
such as Summer in the Villa Giulia, located in Rome (Figure 33), whereas the
topographical Good Works are always identifiable landscapes, in which nature almost
divinely opens up to reveal the built forms of Sixtus V. This is exemplified by the
manicured and precise views of the Acqua Felice and Monte Cavallo (Figures 18 and 20).
In stark contrast to the organic allegorical scenes in which the lion, representing Sixtus V,
asserts control over nature and form, the order and precision of the topographical Good
Works undoubtedly hold some connection to the larger geographical practices common
during the Renaissance across Europe and beyond. In the topographical Good Works, the
building projects alone symbolize the command and ability Sixtus exercised during his
pontificate. When discussed collectively, the two styles work well together to convey the
role Sixtus had in establishing a new Golden Age for Rome; however, it is evident that
there are two distinct languages being communicated through the Good Works—one
which focuses on topographical representations and one on allegory to serve the selfaggrandizement of Sixtus V. The pontificate’s authority is visualized in the allegorical
images by his lion; however, there is no reference to Sixtus or ant personal attribute in the
topographical landscapes. I suggest that with the topographical views Sixtus was38

38 Mandel, Sixtus and the Lateran Palace, 75.
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participating in current Renaissance princely practices of the documentation of dominions
and imagining of lines of political control and possession of regions.
Similar trends existed in Italy as documented at Gregory XIII’s Loggia
Cosmografia (also known as the Galleria delle Carte Geografiche) at the Vatican, which
depicts a complete cartographic representation of the Italian peninsula frescoed on its
walls (Figure 34). Long before Italy was united as a political entity, Gregory hoped to
collect an accurate cartographic representation of the different regions of the peninsula,
although not all were under his papal jurisdiction. Here, as stated by critic Francesca
Fiorani the maps represent a “symbolic possession of the patron, stressing the borders of
his religious, political, and economic influence.”39 The mural decoration also includes
smaller vignettes which depict views of cities, buildings, animals, plants, and
inscriptions. These supplementary inclusions are identified by Fiorani as being
“extraneous to geography;” however, it is important to indicate that their style and
manner are quite similar to the certain landscapes present at the Lateran.40
The similarity between the smaller vignettes and topographical Good Works
featured at the Lateran may possibly be traced to a family of Dutch artists, the Brils, who
worked for Sixtus and Gregory. Although it is uncertain how much work, if any, the more
famous of the Brils, Paul (1554-1626), executed at the Vatican, his brother Mathijs
(1550-1583) created an image in the Belvedere cycle that is similar in style to the Lateran
works, although the content behind the works are quite different (Figure 35). Mathijs
renders the Belvedere courtyard and terraces from a vantage point similar to the

39 Francesca Fiorani, The Marvel of Maps: Art Cartography and Politics in Renaissance Italy
(New Haven and London: Yale University Press, 2005), 11.
40 Ibid., 3.
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topographical works at the Lateran; figures are minor characters as compared to the focus
on architectural works. Although the image created at the Vatican has a resemblance, it
must be remembered that their scale and intent were different from the Lateran works.
Mainly, the integration into the natural landscape does not appear in the Vatican example,
nor does it express the depth of the landscape present in the Lateran works. The size of
the topographical works at the Lateran make them more substantial contributions to the
overall program, as does their central position (Figure 32); whereas the view at the
Vatican is a supplementary scene, executed in a smaller scale.41 Indeed, Mathijs Bril
created secondary scenes for Gregory in the Loggia Cosmografia at the Vatican; the main
focus being the cartographic renderings that were planned and designed by the Italian
Egnazio Danti (1536-1586).42
The Spanish Interest in Cartography
Although the forms in the images are similar to some Italian models, as I am
suggesting here, the intent behind the creation of the topographical Good Works is quite
different and is similar to practices outside of Italy, including those at the Court of Philip
II of Spain. To understand Philip II’s interest in geographic and cartographic traditions it
is relevant to first examine the relationship Charles V, Philip II’s father, had with the
discipline. In addition to his personal interest in geography, Charles V incorporated the
globe motif into his royal insignia, which was combined with the Pillars of Hercules here
to illustrate the massive domain under his authority (Figure 36). As such the globe

41 Ibid., 3.
42 Ibid., 176. The narrative scenes featured on the vault were a collaborative effort between
Girolamo Muziano (1532 -1592), Gergory’s most trusted artist, and his pupil Cesare Nebbia (1536-1514)—
programmer to Sixtus V. Nebbia’s involvement under the patronage of Gregory XIII also disproves the
theory that Sixtus chose second rate artists compared to his predecessor. See Abromson, 8.
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became a symbol of Spanish Habsburg imperial power. Likewise the globe reflected
Charles’s personal interest and his patronage of cosmographic and topographic maps.43
Charles’s interest in mapmaking was keen, both intellectually and economically; in 1530
he obtained exclusive rights to reproduce Matteo da Verona renowned world view; in
1531 he acquired a terrestrial globe by Gemma Frisius who became the future court
cosmographer. Under Charles V, the imperial collection grew to include another globe
and a variety of seminal cosmographical texts dedicated to the monarch.44 For the court
of Charles V, the globe symbolized both “geographical accuracy” and “worldly
authority;”45 meaning Charles understood the importance of demarcating territorial
boundaries for personal and monarchical purposes. His global domain was referenced on
numerous ceremonial occasions, including his triumphal entries into Genoa in 1530 and
Milan in 1541 where the symbolism of the globe was included in the triumphal arch built
for his entry (Figure 37). Later this symbolism was mimicked by Philip II for his entry
into Antwerp in 1549.46 Matched with the Pillars of Hercules and the imperial motto
“Plus Ultra” (further beyond), the globe referenced Spanish imperial expansion in
Europe and to other continents, including the Americas and Asia (Figure 38).47

43 Fiorani, 238.
44 For example Peter Apian dedicated Astronomicum Caesareum to Charles V and Quadrans
Apiani Astronomicus to Charles’s secretary Matthias Zimmermann (Ibid., 38).
45 Ibid., 38-40.
46 Ibid.
47 Cosimo I would also attempt to harness the symbolic power of the globe, both in the conflation
o f his name with the word cosmos, and the similarity of the Medici palle to the globe, termed the palla del
mondo. Francesca Fiorani suggests that the Duke’s association to the globe “visually blended Cosimo’s
iconography with that o f the emperor, of his Medici ancestors, and of the Florentine Republic,” and thus
functioned symbolically to assert his position amongst Renaissance rulers (Ibid).
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Philip IPs Interest in Cartography
Like his father, Philip II was also an avid intellectual and patron during his
lifetime. As a Renaissance prince he was well versed in humanistic scholarship, amassing
a collection of ancient and contemporary texts for his grand library at the Escorial. His
interest in the study of geography must have been sparked by his father and most likely
the dissemination of Ptolemy’s Cosmography in 1406, when it was translated into
Latin.48 The humanistic focus on observation of the natural world, coupled with an
interest in ancient geographical texts, including Ptolemy and those by Strabo, and
Pomponious Mela, made mapmaking a major industry across Europe. To satisfy his
interest in geography, Philip brought Anton Van den Wyngaerde from Brussels to Spain
and commissioned him to create a comprehensive chorography of the Spanish kingdom,
comprised of detailed views of all the cities and towns under his dominion (Figures 3944).49 This project was entirely unique during its time and can be understood as one of the
earliest precursors to what we now consider a modem atlas.50
Aside from the chorographic renderings, we also know that Philip II
commissioned Anton Van den Wyngaerde to paint city views based on detailed
chorographic drawings. These paintings, featuring views of Spanish, Flemish, and Italian
cities, all of which have now been lost, were displayed as part of the royal collections in
48 Richard L. Kagan, “Philip II and the Art of the Cityscape,” Journal of Interdisciplinary History
17, no.l (Summer, 1986), 121.
49 Ibid. Chorography is described as the study of more focused territories or regions; whereas,
Geography as a discipline is more concerned with the documentation of more broad territories or the world.
Philip’s interest in geography and chorography was not limited to his European dominions. He likewise
commissioned images to be produced of Spain’s territories overseas, the most famous of which are the
Relaciones Geográficas (Geographic Accounts, ca. 1578-1586), For some additional information on
Spanish mapmaking practices in the Americans, see Ricardo Padrón, “Mapping Plus Ultra: Cartography,
Space, and Hispanic Modernity,” Representations 79 (Summer 2002), 28-60.
50 Anton Van den Wyngaerde left Brussels to work for Philip in 1557. He created at least sixtytwo views o f Spanish cities; however, the project was never fully completed (Kagan, 121-125).
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the Escorial and the Alcazar (Madrid), and in what is now the Prado Museum, making
Philip II the first Spanish monarch to utilize the cityview as palatial decoration.51 In
approaching these now lost images, scholars have been quick to utilize the standard Italocentric models of art historical investigation, rather than recognizing these images as
examples of a uniquely Spanish Renaissance concept. Typical of this Italo-centric
practice is the suppositions of Egbert Haverkamp-Begemann. He argues that “These
series of geographical representations must have been similar in concept to those at the
Palazzo Vecchio in Florence (1563-75) or the Loggia Cosmografia in the Vatican (155885)”52 (Figures 45 and 34). The problem with this connection is that the Italian models
are rooms decorated with true maps, not the views that Anton Van den Wyngaerde was
creating for Philip II. The noted historian Richard Kagan follows by adding that Van den
Wyngaerde’s images belong to the “economiastic tradition” in which city views and
maps symbolically carry a deeper meaning, such as religious, economic, social, political,
etc., thus, pinpointing the influence for the commissions directly to the views created by
Pinturicchio for Innocent VIII’s Belvedere (Figures 31).53 For Kagan, the Spanish and
Italian commissions are linked by a shared purpose to communicate the symbolic
“collection” of regions over which the European princes and papacy asserted power. Thus

51 Egbert Haverkamp-Begemann, ‘The Spanish Views o f Anton Van den Wyngaerde,” in Spanish
Cities of the Golden Age: The Views of Anton vanden Wyngaerde, ed. Richard L. Kagan (Berkeley, Los
Angeles, and London: University o f California Press, 1989), 56; and Kagan, “Philip II and the Art of the
Cityscape,” 133. The Alcazar was a site occupied since Islamic rule in the ninth century. Eventually the site
became the royal palace once Madrid became the capital o f the Spanish empire in the sixteenth century.
The Prado was built long after Philip’s reign by Charles III in 1785 and became a public museum in 1819.
Although not contemporary with Philip’s reign, this site also became a venue to display the city views
created by Wyngaerde. Egbert Haverkamp-Begemann, “The Spanish Views of Anton Van den
Wyngaerde,” in Spanish Cities of the Golden Age: The Views of Anton vanden Wyngaerde, ed. Richard L.
Kagan (Berkeley, Los Angeles, and London: University o f California Press, 1989), 56; and Kagan, “Philip
II and the Art o f the Cityscape,” 133.
52 Haverkamp-Begemann, 56.
53 Ibid., 131.
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Kagan assumes, in accord with Haverkamp-Begemann that Philip’s diplomatic dealing
with and intellectual knowledge of Italy explains his adoption of these Italian practices.54
However, I find fault in these suppositions. The nature of the works created by
Anton Van den Wyngaerde were not straightforward Italian camera della citta (map
rooms), nor do they wholly mirror the idealized, illusionistic antique tradition of
Innocent’s Belvedere. The interest in the representation and the symbolic possession of
disparate lands through their accurate depiction may have been a common Renaissance
interest and even one that Philip II knew was being adopted in Italy. The political
significance of maps and views, suggested by Kagan, can still be applied; however; the
way this tradition came to be manifested in Spain was not a slavish copying of Italian
models, nor was it formalistically the same type of rendering: true maps in Italy versus
topographical views commissioned by Philip.
A brief outline of the map rooms common in Italy will help illustrate the novelty
of the Spanish views commissioned by Philip II. During the second half of the sixteenth
century painted true maps as mural decoration became very popular. Cartographic
imagery was commissioned by Renaissance patrons for the decoration of palaces, private
villas, and monasteries. Three Italian examples of this trend are Cosimo I de’ Medici’s
Guardaroba Nuova, in the Palazzo Vecchio in Florence (Figure 45); Gregory XIII’s
Loggia Cosmografia, in the Vatican (Figure 34); and the Sala dei Mappamundi at the
Palazzo Farnese at Caprarola (Figure 46).55 As a group they all utilize contemporary
projections, scales, degrees, meridians, parallels, and document new discoveries.
54 Ibid., 133.
55 Fiorani, 1 and 11; and J. Schultz, “Maps as Metaphors: Mural Map Cycles of the Italian
Renaissance,” in Art and Cartography, ed. David Woodward (Chicago and London: Chicago University
Press, 1987), 98.
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Regarded as faithful and accurate maps, these murals are also imbued with the expression
of a vested interest in the natural world and the collection and visualization of
quantitative data. In addition, the interest in exploration and discovery, especially with
the recent expansion of the Americas, was also at the forefront of the Renaissance
prince’s agenda.56 In Italy the expression of this interest, by dukes and popes alike, seems
to focus on the expression of regions of the globe which may not have even been under
their direct political control. Therefore, in these maps, we see a manifestation of the
visualization of imagined lines of alliance and control, symbolic of ownership.
Cosimo’s Guardaroba Nuova (1563-1586, Figure 45) is a large room that features
color maps of different regions painted on the doors of cupboards around the perimeter of
the room in the manner of Ptolemy. Standing at the center of the room, the viewer is
completely encircled by the maps and is offered a view of the world from above. One of
the purposes of this commission was to enhance the worldliness of Cosimo as a patron
and collector of cartography. These works were displayed in Cosimo’s studiolo, and the
mural decoration represented “the sum of all the wisdom attained by humankind, in the
form of a complete representation of the physical cosmos and a selection of the men who
had governed or laboured to understand it,” as stated by Schultz.57 This was appropriate
imagery for the intellectual setting of a studio. At the time, the Guardaroba Nuova
represented one of the most sophisticated collections of modem maps, positioning
Cosimo as a learned intellectual and powerful patron.58 Predating the publishing of

56 Schultz, “Maps as Metaphors,” 98.
57 Ibid., 99.
58 Ibid., 99; and Fiorani, 2.
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Ortelius’s atlas by seven years, the Guardaroba Nuova has been considered the first
modern atlas.
Although Haverkamp-Begemann argues the “prototypes” for Philip’s decorative
city views were the map cycles of Cosimo I’s Guardoroba Nuova and Gregory XIII’s
Loggia Cosmografia, Kagan, on the other hand, points to the antique style landscapes
painted for Innocent VIIFs Villa Belvedere.59 However, the differences between the
images commissioned by Philip to these Italian models are too great to draw such a clean
and simple connection of primarily Italian influence. Instead, Philip’s artist, Van den
Wyngaerde, depicts precise topographical views of certain settings and are not true maps,
nor were they illusionistic in nature (modeled on antique models).
The Flemish artist, Anton Van den Wyngaerde, was chosen by Philip II because
Van de Wyngaerde was trained to be a topographical specialist and therefore, he had
intimate knowledge of the genre as it was practiced in the North.60 To suggest that both
Philip and Van den Wyngaerde were solely interested in mirroring Italian models once
again seems insufficient. It is more likely that Philip II was not interested in
commissioning his own camera della citta, such as Cosimo I’s Guardaroba Nuova, nor
was he mimicking the illusionistic antique type of Innocent VIII’s Villa Belvedere.
Rather, Philip commissioned Van den Wyngaerde to assemble a collection of accurate
city views of the vast Spanish Empire, which was a common interest in Europe during
this era and is tied to the actual defining of national boundary lines. These sketches were
then transformed, at the request of Philip II, into larger paintings to decorate the king’s

59 Haverkamp-Begemann, 56; and Kagan, “Philip II and the Art of the Cityscape,” 133.
60 Kagan, “Philip II and the Art of the Cityscape,” 118-119.
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palaces. A German visitor to the Alcazar (Madrid) in 1599 describes what he witnessed,
“painted views of Amsterdam, Dordecht, Ghent, Gravelines, Lisbon,” along with a
collection of Spanish cities, “Antequra, Barcelona, Burgos, Cordoba, Granada, Lerida,
Segovia, Seville, Toledo, and, Valencia.”61 Many of Van den Wyngaerde’s sketches and
prints survive; unfortunately, the ones painted for Philip’s Alcazar were all lost in the fire
of 1734.6263
Although the original paintings commissioned for the Spanish palaces have been
lost, the surviving sketches give a good indication of the type and style of geographic
decoration for Philip’s palaces (Figures 39-44). From the descriptions that survive, it
seems clear that the cities on display were in the type of a profile view and not of a true
map, as was common for the Italian commissions discussed, and were based on the
original sketches which survive. These views are very detailed and painstakingly
accurate renditions of the different regions of the kingdom. The painted views may have
focused on one area of the typically large detailed panoramic views Van den Wyngaerde
prepared on his journeys. A detail of his view of Granada (Figure 42) illustrates the type
of space which may have been painted. Because of this evidence, it is possible to see that
the Spanish commissions were not slavish copies of the Italian precedents; rather, they
were simply informed by a common Renaissance interest in geography.
Earl E. Rosenthal first applied a similar notion of a unique manifestation of
Renaissance ideals, or the style known as a lo Romano, emerging in Spain during the

Ibid., 119.
Ibid.
63 Haverkamp-Begemann also presents evidence that the finished sketches themselves may have been made
for display originally. After they were completed and coloured in, they may have been mounted on canvas
and framed for display (Haverkamp-Begemann, 62).
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Renaissance.64 Rosenthal theorizes that differing artistic circumstances led to the unique
manifestation of Renaissance forms in Spain. Although the Renaissance was led by the
artisans and intellectuals in Italy—even more so in Tuscany—the revival of the antique
during the sixteenth century can be considered a pan-European stylistic and intellectual
concern.65 Rosenthal also suggests that the translation and circulation of important
primary texts led to the creation of a distinct Renaissance style in Spain. The texts which
were translated into Spanish include Sagredo’s manual of Vitmvian architecture of 1526,
Villalon’s broader more aesthetic text from 1539, Valesco’s translation of Vitruvius
(1550 and 1564), and Villalpando’s translation of the third and fourth books of
Sebastiano Serlio.6667These seminal texts are important to consider for they illustrate the
reliance on the translation and the distribution, amongst Spanish intellectuals and
craftsmen, of primary stylistic and philosophical texts, which describe the canons of the
ancient Roman style and subsequently allowed them to interpret the forms within the
milieu of the Spanish Court. Furthermore, the Spanish artisans carefully studied these
texts, allowing them to develop their own understandings of classical traditions through
the same intellectual frameworks as their Italian counterparts and not through “second
rate” Italian artists and craftsmen as was occurring elsewhere across Europe. 67
This assumption of the supremacy of Italian models is explained by Rosenthal,
when he states, “In the case of the Renaissance, the art of the Tuscan-Roman tradition has
been accepted as the style norm on the basis of which monuments of the European
Renaissance are judged. The degree to which the Spanish work departs from that norm is
64 Earl E. Rosenthal, “The Image o f Roman Architecture in Renaissance Spain,” Gazette des
Beaux-Arts 52 (1958), 329-346; and Rosenthal, “The Uniqueness of the Renaissance in Spain,” 225-231.
65 Rosenthal, “The Image o f Roman Architecture in Spain,” 334.
66 Ibid.
67 Rosenthal, “The Uniqueness of the Renaissance in Spain,” 229-230.
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frequently taken as a measure of estrangement from the Renaissance style.” Thus,
adopting the traditional mode of evaluation for Spanish Renaissance art, which interprets
the forms as a departure from the Italian norm, effectively results in the persisting notion
that the Spanish styles have been derived from Italian precedents without justification for
the apparent differences. Because the Spanish forms are expected to be second-rate or
aberrant renditions of the Italian models, unique Spanish innovations and styles derived
from a common Renaissance thought, as in the case of Philip II’s landscape commissions,
have therefore been ignored.
Considering the theory set forth by Rosenthal, it is possible to make better sense
of the topographical representations utilized by Philip II, and their relationship to the
Italian counterparts. Therefore I suggest that a continued interest in Italian models, here
to be defined as ancient Roman models and not contemporary practices, led to the
collection of seminal texts by Charles V and Philip II, which were studied and followed
in Italy and across Europe. As a result, the absence of a slavish copying of the Italian
models, exemplified by Innocent’s Belvedere and Cosimo I’s Guardaroba Nuova
(Figures 31 and 45), by the Spanish can now be interpreted as the creation of a distinct
visual language in Spain; thus, leading to questions concerning the reception of this
Spanish understanding of geography and chorography. What I suggest here is that
Philip’s interest, and even to a point the interests of his father, in documenting his
empires became a model utilized by later European leaders. Sixtus appears to be one of
these individuals. Once we consider that Sixtus was a Church diplomat in Spain during
1565, the striking similarity between Philip’s commissions and those of the topographical68

68 Rosenthal, “The Image o f Roman Architecture in Renaissance Spain,” 330.
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Good Works at the Lateran makes more sense.69 Both sets of images, those for Philip and
those for Sixtus are similar to one another and they depart from the illusionistic antique
model of Innocent’s Belvedere and the camera della citta, the Italian models that
previous scholars have been too quick to identify as the inspiration for both later projects.
This point, which suggests a similarity between the Sixtine topographical Good
Works and the Spanish views of Anton Van den Wyngaerde, is best illustrated when two
examples are seen together, as in the Holy House o f Loreto from the Lateran and a detail
from the view of Granada (Figures 22 and 42), which was made along with many of the
other views during the time Sixtus visited Spain. These two examples put together here
illustrate similar vantage points, which allow the architectural scene to be focused within
the landscape. Hills are described on the horizon, as well as the primary and secondary
buildings which comprise the architectural focus of the scene. People and animals appear
as minor figures close to the limits of the scene in the foreground. The overall effect is
that of an encapsulating view, the architectural focus as it co-exists within the natural
environment.
Other examples of topographical profile views from the sixteenth and seventeenth
centuries used for wall decoration in Spain solidify the argument that the style of the
topographical Good Works may have come from Spanish models. Two anonymous late
sixteenth-century examples from the Escorial, painted views of Casa Real de Aceca and
Casa Real de Monesterio (Figures 47-48), are strikingly similar to the Sixtine
topographical Good Works. Other Spanish examples of this tradition, such as a view of
the Real Casa de Vaciamadrid (Figure 49), View of the Buen Retiro (Figure 50), and a
69 Kagan, “Philip II and the Art o f the Cityscape,” 116-118.
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view of The Royal Palace of Madrid (Figure 44), further express the presence of a
tradition of topographical views of buildings existing in Spain during this era. These
views display a real building rendered with a high clarity of detail. The building is
pictured as the central focus of the work and typically emerges as a symbol of order from
an untamed landscape that surrounds it; this representational manner is explicitly copied
in the topographical Good Works at the Lateran (Figures 18-23). Both the Spanish
examples and the ones from the Lateran can be connected to the profile views, created by
Anton Van den Wyngaerde, more so then either can be tied to the illusionistic antique
tradition or to the true maps featured in the Italian camera della citta. Considering that
Bril brothers worked on papal commissions, it is logical that Flemish traditions did have
an influence in the compositional forms as well. But the intent behind the images, is one
of instilling social and political order over disorder, or in others words, the works are
symbolic of Philip’s and Sixtus’s efforts to promote and carryout Counter-Reformation
policies that secured the continued presence of the Church throughout Europe and
beyond.
Further support for the Spanish views serving as a model for the Sixtine imagery
is curiously enough found in the scholarship of Kagan, although this was not part of the
agenda of his investigation. Kagan, among others, has been quick to identify that Spanish
cartographic and chorographic images had ideological purposes for the monarchy. Here,
the Spanish views created by Anton Van den Wyngaerde, as described by Kagan are
“nobel” and “idealized,” meaning the images represented the splendour and majesty of
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Spanish urban life under Philip’s sovereignty.70 Kagan further notes, with this type of
view Van den Wyngaerde sought to produce

. a sanitized vision of the Spanish urbs

(city) that his patron, Philip II, could proudly put on display. In this respect, Van den
Wyngaerde’s views are best interpreted as a simulacrum of the Spanish monarchy; they
constitute emblems of the king’s power, insignia of Philip’s majestad. ”71 Kagan’s
reading of Van den Wyngaerde’s images created for Philip is virtually identical to those
proffered for Sixtus. The Lateran images are painted images of self aggrandizement that
highlight his accomplishments in the rebuilding and re-centering of Rome as the
Christian caput mundi of the world; a task Sixtus felt he had achieved.
Conclusions
It is important to distinguish between the different types of geographic decoration
that became popular during the Renaissance so that it is possible to accurately interpret
the Sixtine landscapes featured in the Lateran Palace. Rather than blurring artistic
precedence together as others have done, it has become clear that it is important to note
the distinctions amongst them. Three broad categories can be delineated. The first type is
the illusionistic, antique landscape tradition, as exhibited at Innocent VIII’s Villa
Belvedere (Figures 31), which is based in classical traditions as described by Pliny the
Elder and Vitruvius. The second type, which has proved most vital here, are the
topographical views, which include the topographical Good Works at the Lateran and the
views of Anton Van den Wyngaerde (Figures 18-23 and 39-44). These views are
characterized by their raised vantage points and are typically rendered with a degree of
70 Richard L. Kagan, “Urbs and Civitas in Sixteenth- and Seventeenth Century Spain,” in
Envisioning the City: Six Studies in Urban Cartography, ed. David Buisseret (Chicago and London: The
University of Chicago Press, 1998), 83-84.
71 Ibid., 84.
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detail which makes the buildings clearly discernible from their surrounding vistas. The
third type is the camera della citta, which features true maps as mural style decoration
typically throughout an entire room, such as Gregory XIII’s Loggia Cosmografia.
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Although compositionally different, these types have been lumped together
because of what is perceived as their simple functions of recording territories. This is
unfortunate, as each form of imagery was rendered for different functions, whether
documenting the disparate territories of a prince or to express the realization of Reform
doctrines. Likewise, the current model for examining these images, only considers their
history within Italian origins, whether the works themselves were created on the
peninsula or abroad. Indeed, the model of Innocent’s Belvedere is the earliest prototype
for the camera della citta, and thus, is assumed to be the model for all subsequent
European practices. In effect, the common Renaissance interest in the documentation of
the natural world and the developments in cartography being made across Europe during
this era, in places such as the Netherlands and Spain, become classified as always
mirroring the Italian models. Rather, an interest in the same trend led to varied or unique
expressions across Europe and even within Italy. It is more accurate to consider the
cultural transfer that occurred with respect to the much more fluid and porous avenues of
exchange than traditional suppositions allow.
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Lucio Gambi suggests, “Maps have always been charged with symbolic meaning. To map a
territory was tantamount to possessing it. And not just in a metaphorical sense, for knowledge of a territory
is the indispensible means of gaining access to it. Thus to represent all the regions of Italy in the most
advanced and technically precise manner available, in large panels whose fidelity to the physical reality of
the territories was guaranteed by their topographical scale, was primarily an assertion of a dominion that
the pope exercised directly over the Papal States and as it were by proxy over the rest of Italy.” Lucio
Gambi, The Gallery of Maps in the Vatican, trans. Paul Tucker (New York: George Braziller, 1997), 7.
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Ch apter Three

U n c o v e r in g t h e L a t e r a n P a l a c e

The building and decorative programs initiated by Sixtus V have typically been
characterized as the start of an era of “artistic depression.”1 This interpretation of the
Sixtine Style stems from a general misunderstanding of the artistic currents of the
Counter-Reform era as a whole, as well as an absence of efforts to decode the influences
Sixtus drew on to create his vision of a reformed Christian Capital. The rebuilding of the
Lateran Palace was a primary concern for the pope, which is why I have chosen this
building (Figure 2) as the basis for my study on the architectural style Sixtus employed
during his reign.
To pursue a deeper understanding of Sixtine Rome, I examine the architectural
style of the Lateran Palace with special attention to the programmatic nature of Sixtus
V’s pontificate, its participation in the Counter Reformation, and the ways the style
reflects and participates in the creation of the personality and papal agenda of the pope
himself. Similar to my discussion of the Lateran’s frescoes, I draw connections among
the antique, Italian Renaissance, and Spanish models available to Sixtus to form the basis
of my argument; the Sixtine architectural style was intended to represent Sixtus V’s
vision of a reformed Christian capital. Additionally, I outline how the overt austerity and
uniformity of the building were expressions of reform, rather than the result of hasty
building or an impatient pope.*

l

Herz, 241.
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Art Historian Peter Murray has deemed the Lateran Palace architecturally
insignificant and Wolfgang Lotz, in his seminal study on Italian Renaissance
architecture, describes Sixtus as “ruthless” for demolishing the “ancient Lateran Palace”
and rebuilding a “new and dull building.”2
3 Lotz argues that the time constraints
established by the pope forced his architect, Domenico Fontana (1543-1607), to employ a
reduced formal vocabulary; Lotz states, “Fontana’s lack of imagination was admirably
suited to the impatience of the pope, who cared only for efficiency and never took the
time to consider the slow maturing of an artistic idea.”4 The negative characterizations of
the Lateran Palace design, Sixtus, and Domenico Fontana have until recently stifled the
study and evaluation of Sixtine Rome. Slowly, scholars have begun to assess the
pontificate of Sixtus V and his rebuilding of the Holy City, as illustrated by the
scholarship concerning the fresco images.5
As discussed in the previous chapters, the Court Style of Philip II of Spain—
specifically the Spanish articulation of Renaissance forms represented by the Escorial
(Figure 51)—potentially affected the cycles at the Lateran Palace.6 However, there has
been no consideration the transfer of knowledge between the Spanish court and the
papacy with respect to Sixtus’s architectural style. Rather, the tendency is to situate the
Lateran Palace as a second-rate variation of the important earlier Italian palace, the

2 Peter Murray, The Architecture of the Italian Renaissance (New York: Schoken Books, 1965),
213.
3 Lotz, 120.
4 Ibid., 129.
5 Important contributions to the study o f Sixtine Rome are: Mandel, Sixtus and the Lateran
Palace; Hall, After Raphael; Ostrow, ‘T he Sistine Chapel at Santa Maria Maggiore: Sixtus V and the Art
of the Counter Reformation” (PhD diss., Princeton University, 1987); Herz; and Christopher Whitcombe,
“Sixtus V and the Scala Santa,” Journal of the Society of Architectural Historians 44 (Dec. 1985), 368-379.
6 For further information on political ties between Sixtus and Philip see: Pastor, History of the
Popes, vol. XXI and XXII; and Dandelet For information on the plans for the Escorial being in Rome see,
George Kubler, Building the Escorial (Princeton, New Jersey: Princeton University Press, 1982), 45-53.

Palazzo Farnese (begun 1517, Figure 52). Although the Palazzo Farnese became a
popular model for many palatial residences in Rome after its construction, its rigid
n

application of classical forms, as suggested by Christoph Luitpold Frommel is what
drew Sixtus to the model. By “rigid” Frommel is referencing the palazzo’s close
emulation of forms outlined in architectural treatises. The focus then becomes on the
simple application of pure architectural elements, rather than complex combinations
which utilize classical forms in a more complex and ornamental manner. When
Domenico Fontana applied this vocabulary to his design for the Lateran Palace, the result
was an even more reduced and austere building, suggesting Sixtus was primarily
interested in the Palazzo Farnese for its ability to express a pure classicism.78
Although the Lateran is similar to the Palazzo Farnese, identifying it as the only
model of inspiration is problematic because of the difficulties of classifying styles in the
latter half of the sixteenth century. Therefore, contributing to the issues of interpreting
Sixtine Rome is the stylistic uncertainty which characterizes the Counter Reformation.
Nicola Courtright argues that although many endeavours have been undertaken to
connect the artistic styles of the late sixteenth century to the doctrines of the Council of
Trent, the existence of a cohesive Counter-Reform style is “improbable” due to the
varying tastes of regions and personalities during the era.9 However Courtright persists
that, the quality of variety does not mean that there was not a “universally” understood
formal vocabulary of reform.10 Adding to the variety of the period was the differing tastes

7 Christoph L. Frommel, The Architecture of the Italian Renaissance, trans. Peter Spring (London:
Thames and Hudson, 2007), 138.
8 Ibid.
Courtright, 170.
10‘ Ibid.
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and religiosity of the patrons, which determined the extent to which the decrees of the
Council were adhered to and subsequently interpreted by artists and architects.11
As scholars have begun to explore the Counter Reformation along these lines, it is
evident that rather than an abrupt shift in style with the close of the Council of Trent in
1563, what occurred was a steady evolution of taste beginning in the 1530s, which grew
as the century progressed.

Additionally, at the close of the council a rigid Counter-

Reform iconography was not dictated by the Church or the decrees of Trent; rather,
patrons and artists were left to interpret the changing ideologies and mandate of the
Church in the way they felt most fit.1123 Accepting this theorization of the Counter-Reform
era allows Sixtine Rome to be understood as participating in and contributing to the style
as a whole, rather than being evaluated as inferior for its distinct austere aesthetic.
It is common for scholars when discussing the building campaigns of Sixtus V, to
focus primarily on the force of the pope as patron and commander of his papal
commissions. Frequently scholars assume that his chosen architect, Fontana, and the head
artists of his decorative programs, Cesare Nebbia (1536-1614) and Giovanni Guerra
(1544-1618), became subsumed under the intense personality of Sixtus and the common
belief that he suppressed creativity and genius in all who he employed during his
pontificate.14 In this thesis we have seen the impact Sixtus had as patron; however, I do
not believe Sixtus was a suppressor of artistic genius or creativity. Alternately, it is vital
to consider the distinct artistic attitudes and manner of the Counter-Reform era, in
11 Claire Robertson, ‘II Gran Cardinale’ Alessandro Famese, Patron of the Arts (New Haven and
London: Yale University Press, 1992), 150-151.
12 Marcia B. Hall, Renovation and Counter-Reformation: Vasari and Duke Cosimo in Sta Maria
Novella and Sta Croce 1565-1577 (Oxford: Clarendon Press, 1979), 1.
13 Robertson, 149-150.
14 Lotz, 129.
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combination with the tastes of Sixtus V who was a fervent reformer, Franciscan, and
pope. As mentioned previously, the critiques of Sixtus’s austere style, clarity of
decorative programming, and reduced classicism can all be interpreted as a manifestation
of the Reform ideals being filtered through Sixtus V and interpreted by his chosen artists
and architect. This process, common during the Reform era, and more intensely during
the latter half of the cinquecento, has been theorized to be the cause of the variety
indicative of the Counter Reformation.15
Central to my investigation has been a reconsideration of the development of the
Renaissance in Europe as a whole. Peter Burke, in a study titled The European
Renaissance: Centers and Peripheries (1998), recognizes the pivotal role Italian centers
played in the development of Renaissance thought; however, he has theorized the
importance “reception” plays in the way ideas and forms were in turn implemented in
other artistic centers across Europe.16 Burke argues, “Contemporary reception theorists
believe that whatever is transmitted necessarily changes in the process of transmission . . .
What is selected must be congruent with the culture in which the selection takes place.”17
Burke explains that the diversification of forms across Europe during the Renaissance
was fostered by the influence of regional forces, including political, social, and cultural
views. In Spain there was a strong interest in both classical and Italian culture. This
interest promoted the translation of seminal Renaissance texts into Spanish, allowing
scholars there to study them first hand in the same manner as the humanists in Italy were

15 Robertson, 150-151.
16 Burke, 5.
17 Ibid., 1-8.
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practicing. The theory of the unique rising of the Renaissance in Spain has been
discussed in previous chapters as well; however, for the purposes of this chapter I will
choose to highlight some key points in order to open an avenue of inquiry which will
combat both insufficient Italo-centric interpretations of the Lateran and allow for a
connection to Philip II’s Escorial to be made.
Once we understand this process of variation, Italo-centric models that deem
peripheral manifestations of the Renaissance inferior, can be exchanged with
investigations that address the porous nature of exchange occurring throughout the era.
Therefore emerging Renaissance centers occurring outside of Italy can be evaluated in
relation to an interest in the Classical era and Italian models, as well as in terms of their
own internal logic. Cracking open traditional conceptions of Renaissance culture
subsequently offers manifold possibilities for new interpretations, which can expand
along alternate routes of transfer and influence, such as ideological lines opposed to
regional aesthetics that place Italy at an immovable center. Utilizing this theorization of
the Renaissance will allow new avenues of influence for the Lateran Palace to be
explored in an effort to provide a deeper understanding of Fontana’s design.
Significance of the Lateran Palace
The Lateran Palace’s site is important because of its association with the rise of
Christianity under Constantine when he established the complex as the residence of the
papacy and Rome’s cathedral church San Giovanni in Laterano in 324. Although we now
consider St. Peter’s and the Vatican to be the center of administration and spirituality for
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the Catholic Church, for over a millennium the Lateran Palace and San Giovanni
functioned as the epicentre of Catholicism and the Christian world (Figure 53).1920This site
occupied a crucial position in the sacred landscape of Rome until the mid-fifteenth
century when focus shifted to the Vatican and St. Peter’s, and it was precisely this glory
that Sixtus V was interested in restoring. The Lateran was an important venue of renewal
and reform—its rising interest during the Counter-Reform era was symbolic of the need
to recuperate the crumbling foundations of Catholicism in the face of looming Protestant
critique of the papacy. Logically the search for a new center symbolically materialized
the impetus for change amongst the papacy.
Before Sixtus, many popes participated in renovation projects at the holy site. The
push to renovate the Lateran Palace first came from Sixtus IV (1414-1484); however, it
was not until Julius II (1503-1513) that any plans were carried out. During his pontificate,
Leo Ill’s great council hall and parts of the Patriarchium were renovated. Leo X (15131521), as well as Clement VII (1523-1534) ordered changes to the baptistery.212When it
came to the commissioning of grandiose iconographical decorative programs, attention
fell on the Vatican during this period. It was not until Sixtus V ascended the papal throne
in 1585 that a plan to completely rebuild and decorate the Lateran Palace was initiated. 22
Once Sixtus V assumed the papal throne he immediately set his plans for
renovating and rebuilding Rome in motion. The pace at which Sixtus was able to initiate
and begin his extensive building and renovation program suggests that the pope was

19 Freiberg, 1.
20 Ibid., 2.
21 Mandel, Sixtus and the Lateran Palace, 38.
22 Ibid.
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actively planning his vision of Roma Renovata well before he assumed the papal throne.
Baron Hubner, one of Sixtus’s biographers, describes:
All his plans were perfectly drawn in his own mind. He had but to choose
and to order—to will . . . but which strikes us more than the extent and
importance of his constructions, which were begun and finished in five
years, is the mental labour which must have preceded the execution of the
works. Such labour requires time. In the buildings of Sixtus every part
shows reflection, everything holds together and has an object, nothing is
arbitrary or superfluous.23
Based on the ideological underpinnings of Sixtus’s projects that have been suggested in
this thesis, there is veracity to Hubner’s supposition of a purposeful mission to recuperate
the Catholic Church at moment of crisis.
Domenico Fontana, Papal Architect to Sixtus V
Domenico Fontana was famed in his own time for his achievements as both an
architect and engineer. It is unfortunate that his legacy has not been given sufficient
attention in the scholarship; his architecture is generally overshadowed by his capabilities
as an engineer, including the raising of the obelisks, the building of roads, and bringing
fresh water to Rome through the Acqua Felice—all under the patronage of Sixtus V.24
Fontana was born in 1543 in Melide near Lake Lugano (present day Switzerland). He
relocated to Rome at the age of ten, joining his older brother Giovanni who was also an
architect. Before Sixtus was pope, he employed Domenico on a variety of projects
including the chapel at Santa Maria Maggiore and Villa Montalto, Sixtus’s private

23 Hubner, 118.
24 Giovanni Pietro Bellori, The Lives of the Modern Painters, Sculptors and Architects: A New
Translation and Critical Edition, trans. Alice Sedgwick Wohl (New York: Cambridge University Press,
2005), 139.
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residence (Figure 54).
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After his ascension, Sixtus continued to employ Domenico for

his papal projects.
Two months after Sixtus became pope, the old Lateran Palace was raised;
construction began soon thereafter following Domenico’s palazzo plan consisting of a
square footprint with a central-loggia style courtyard and a three-floor elevation. The
three-sided façade—the fourth face of the building is attached to San Giovanni—features
a large cornice, and windows with alternating “canonical” and “segmental” pediments on
the first and second floors (Figure 2).2
5*27*A grand Doric portal is utilized at the center of
the façade and the metopes adorned with the insignia of Sixtus V, stelle and monti (stars
and mountains) also appear (Figures 55-56). Fontana also designed a balustrade and the
Sixtine coat of arms appears at the central window above the main portal (Figure 57). 28
The resulting effect of the exterior of the palace is a purity of classical form, with
minimal ornamentation. The plainness of the exterior is primarily drawn by the
uninterrupted repetition of windows, and an absence of decorative surface elements, other
than the portals and alternating circular and triangular pediments. The classical form of
the building stands alone and is applied in a minimal way. This effect is evident when
compared to Michelangelo’s design for the Palazzo dei Conservatori (1563-1584), which
applies classical forms in a much more decorative manner—a style which is echoed
throughout the Piazza del Campidoglio (Capital Hill) and neighbouring buildings also
planned by Michelangelo (Figures 58-59).

25
Ibid. Bellori also adds that because o f the lavish spending of Cardinal Montalto (Sixtus V)
Gregory XIII took away the subsidy given to “poor” cardinals which Cardinal Montalto was receiving.
Mandel, Sixtus and the Lateran Palace, 38-39.
Ibid.
28
Ibid., 39-40.
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Palazzo Farnese as a Roman Model
There is a general consensus among art historians that Domenico Fontana
modeled the Lateran Palace on the Palazzo Farnese (Figure 52);29301however, up to this
point it has not been sufficiently investigated as to why Sixtus chose this model. What
qualities of the Palazzo Farnese was Sixtus interested in and what symbolism do these
forms carry? I suggest that it was the distinct austere style of the palace, which utilizes an
unornamented application of classical forms, which drew Sixtus to the model. In order to
make this connection, an understanding of the Palazzo Farnese must be outlined first.
The Palazzo Farnese has a complex building history. Cardinal Alessandro Farnese
(1468-1549) acquired an earlier residence on the property in 1495, which he fully
renovated beginning in 1517 and expanded in 1530. In 1534, when Alessandro was
elected to the papacy and became Pope Paul III (1534-1549), Antonio Sangallo the
Younger (1484-1546), his chosen architect, “entirely changed the original design, seeing
that he now had to make a pontiffs rather than a cardinal’s palazzo.” The result was an
elaborate all’antica palace built for religious members of Paul Ill’s Farnese dynasty. The
building was built according to Sangallo’s design at a rather slow rate and in 1546 a
cornice designed by Michelangelo was added to the plan (Figure 60). Wolfgang Lotz
states, “The effect of Sangallo’s façade comes from its size, not from its design. With its
uninterrupted mouldings and the long row of identical openings, it is in the tradition of
the Palazzo Medici...” (Figure 61).32

29 Mandel, Sixtus and the Lateran Palace, 39; and Lotz, 128-129.
30 Lotz, 57.
31 Ibid., 58-60.
32 Ibid., 59.
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As was discussed in Chapter One, the importance of the Renaissance façade,
described by Charles Burroughs, helps explain why patrons crafted identities through
built form. This theory proffered by Burroughs is useful when discussing the chosen style
of patrons and undoubtedly adds to our discussion the style chosen by Cardinal Famese,
Sixtus V, and Philip II. Burroughs argues Renaissance patrons commissioned particular
styles and buildings in order to symbolically communicate personal and dynastic
agendas, ultimately promoting their identities as powerful leaders within the existing
urban framework. Façades carry with them symbolic connotations, which may represent
“the socially motivated projection of rhetorical and representational concerns, or the
embodiment of universal, transcendently grounded values.”33
The symbolic nature of façades allowed patrons to not only promote personal
agendas, but also to communicate universal values, such as connections to antiquity and
the Catholic Church.34 The use of plain exteriors in order to communicate piety or reform
became a popular tactic amongst patrons as well. This outward expression of a reformed
leader or official was countered by opulent interiors and cloistered garden spaces, where
expressions of status would then be exercised more freely.35 The public nature of façades,
masking these private interior spaces, offered patrons an effective way to garner control
over their status and desired face or identity. The Palazzo Farnese and the Lateran Palace
both fit this trend.
For several reasons the Palazzo Famese was a logical Italian model for Sixtus V,
including that the Palazzo Famese had similar functions to the Lateran—primarily a

33 Burroughs, 12.
34 Ibid., 16.
35 Ibid., 34.
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residence for the pope. The conception and function of the Palazzo Farnese, was planned
by a sitting pope for himself and the religious members of his family and unlike a villa,
which was typically overtly opulent and constructed on the outskirts of Rome, the palace
was a symbol of the Farnese dynasty and the power they held through appointments in
the Catholic Church. Wanting to differentiate himself from his predecessors and
establish a new residence for the popes as a symbol of a reformed papacy, the Vatican
was not a suitable or a logical model, and the splendour exhibited at the Piazza del
Campidoglio and the Palazzo dei Conservatori (1563-1584) initiated by Pius IV and
designed by Michelangelo, were far too opulent for Sixtus and his vision of reform
(Figures 58-59).363738Therefore the rather reserved forms of the Palazzo Farnese were
potentially appealing to Sixtus.
Frommel’s interpretation of the Palazzo Farnese is valuable and worth discussing
here. Frommel explains how antique ideals were applied by Sangallo to create the austere
appearance of the exterior of the palace, which the architect learned through treatises. The
most obvious reference is to Roman house-types as described by Vitruvius in Book VI
Chapter III. Frommel adds that the design’s adherence to antique prototypes surpasses
that of any building by other important artists, including Bramante and Raphael. The
result of Sangallo’s decision to apply a more rigid manifestation of classical forms and
motifs resulted in the austere appearance of the palace. Although Palazzo Farnese is
seldom referred to as austere in appearance, it is quite evident that the effects of
employing a reduced and simple application of classical motifs have resulted in a less
36 Kristin Adrean Triff, “Patronage and Public Image in Renaissance Rome: Three Orsini Palaces”
(PhD diss., Brown University, 2000), 284.
37 Frommel, The Architecture of the Italian Renaissance, 136-137.
38 This is especially evident in the design for the atrium and the peristylium. Ibid., 138.
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opulent and plainer exterior. The decision to utilize such an architectural language may
have been supplied to Cardinal Farnese by Sangallo and Fra Giocondo (1433-1515), one
of the first to publish an accurate version of Vitruvius’ De Architectural9
Frommel does not discuss why Cardinal Farnese chose this style; however he
indicates that the Palazzo Farnese’s design is congruent with earlier Florentine Palaces
that also “have no single façade,” and are “free standing rectangular” buildings which are
“isolated from the urban fabric.”3
940 This effect is exemplified at the Palazzo Pitti (15601570) (Figure 62). Choosing a design which displays a similitude to Florentine models
from the quattrocento illustrates the Farnese’s historical awareness of earlier Florentine
Republican tactics: reserved exterior forms inconspicuously concealing opulent interiors
and garden fronts. The assertion of dynastic power thus takes on an imposing character at
the Palazzo Farnese, opposed to a lavish or opulent display of wealth, which can easily
blend with current Catholic ideals, being that ecclesiastical tenures were the main source
of power in Rome.
In a recently published collection of studies by Manfredo Tafuri, titled
Interpreting the Renaissance: Princes Cities and Architects (2006), Tafuri adds to the
understanding of the Palazzo Farnese, exploring the moral implications of the reduced
classicism employed by Sangallo.41 In his discussion Tafuri states,
Formal complexity, reliance on multiple models, and the complicated and
problematic character of the antique exemplum thus undergo a drastic
reduction. The orders end up being reduced to a single archetype, a

39 Ibid. .
40 Ibid., 137.
41 Tafuri, 169-170.
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theoretical, a historical abstraction . . . the disquieting multiplicity of the
antique is exorcised and censured.42
It is evident through this interpretation that a reduced formal vocabulary signified for
Sangallo and his patron the notion of rectifying a past characterized by excess.
Philip II and the Escorial: Possibilities for a Spanish Connection
Turning our focus to Spain, similar Counter-Reform ideologies influencing built
form were being utilized at the Court of Philip II. Creating a fissure with the Plateresque,
Philip inaugurated a new style, known as the estilio desornamentado.43 The Escorial is
considered the most vivid testament of this unomamented style constructed under Philip’s
reign (Figures 6 and 51). The building displays a simplicity and purity of classical forms
unprecedented in Spain and is often described as possessing an aggressively plain and
standardized vision of classical ideals.44 On 23 April 1563, a cornerstone inscribed with
the name of Philip II’s architect, Juan Bautista de Toledo, was laid. The work proceeded
rapidly with Philip overseeing all aspects of the construction. Upon the death of Juan
Bautista in 1567, Juan de Herrera assumed leadership of the project. The Escorial was
completed in 1582.45
The early negative reception of the Escorial was similar to that of the Lateran
Palace. The term estilio desornamentado was first coined in scholarly circles and applied
to the Escorial by Carl Justi in 1879; however, the term was already widely used in

42 Ibid.
43 Arthur Byne and Mildred Stapley, Spanish Architecture o f the Sixteenth Century: General View
o f the Plateresque and Herrera Styles (New York: Knikerbocker Press, 1917), 389.
44 Ibid.; Kubler, 126.
45 When Herrera took over the project, it was carried on according to the original plans executed
by Bautista, even though the project and style have historically been attributed to Herrera (Byne., 413-418).
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Spain.46 During a lecture, Justi stressed that the negative character of the building was
fostered by Battista and Herrera as a reaction to the ornamental richness of the Italian
Renaissance, the architects “pedantically” chose to quote both Vitruvius and Vignola.47
Justi also describes the building as, “bitter and bold, built in haste” and in a guide to
Spain he states the building was a work “of the unchecked will of incapable genius . . .
[of] repulsive aridity, having neither beauty nor truth.”48 Art historian Bernard Bevan
adds in a 1939 study, “From an artistic point of view the Escorial is monotonous, there is
no imagination and no appreciation of the beauties of light and shade, defects which are
all the more noticeable in the Spanish sunshine.”49
Like, Sixtus, Philip’s choice of style at the Escorial is derived from religious and
political motivations. Known for his will and efficiency at combating Protestantism and
heresy, Philip II was a fervent reformer. Hubner notes:
No other sovereign showed more zeal in the defence of the dogmas of the
church, and no one, whatever his political motives, or the extent of his
ambition, had done more to combat heresy. No prince was more interested
in conquering it [Protestantism], for, by the force of circumstance alone,
all religious opinion went aside, his power identified with the cause of
religion.50

46 Carl Justi, Miscellaneen aus drei Jahrhunderten spanischen Kunstlebens, vols. 1&2 (Berlin:
1908).
47 Kubler, 126.
48 Ibid., 127. Although over time the Escorial came to be an accepted and celebrated monument,
these early critiques o f the building display a candid similarity to those suffered by the Lateran Palace.
Kubler also notes that Justi must have been unaware o f other examples o f plain architecture being utilized
in places such as Portugal— termed estilo chao. This style endured in Portugal from about 1500-1700,
making it a longer stylistic period than the estilo desornamentado was in Spain. Interestingly enough, John
III (1502-1557) initiator of the style, felt this new architectural language was a way to “correct the
extravagances of his father’s reign,” making the impetus for a plain architectural language, similar to
Cardinal Farnese, Sixtus V, and Philip II— that o f reform (Ibid).
49 Bernard Bevan, History of Spanish Architecture (New York: Charles Scribner’s Sons, 1939),
155.
50 Hubner, 19.

81

Philip considered himself a protector of the Church, and therefore believed that he was an
“apostle of Christendom” with his papal allies.51 As a Christian Prince, Philip was
concerned with preserving and increasing the power of the Catholic Church; thus
necessitating an allegiance with the papacy that legitimized his dominion, both
domestically in Europe and abroad in his overseas territories.
As allies, both Sixtus V and Philip were interested in establishing a universal
unity under Catholicism, one for the primacy of Christianity under Christ’s vicar and the
other a universal monarchy under the Spanish Crown.5253 Philip II was deeply invested in
the Counter Reformation and garnered much of his power from his identity as a zealous
reformer. The Escorial undoubtedly was built as an expression of his political and
religious agendas which included, as did Sixtus’s, the suppression of Protestantism. 53
Undoubtedly, a similitude between Sixtus and Philip as Counter-Reform leaders and the
built form became a means by which to express their identities.
For Philip II, the intellectual currents of the Renaissance were of prime interest
and he especially had a vested interest in the study of architecture. The new status of the
architect in Renaissance Spain was an important aspect of the development of this new
style. Catherine Wilkinson persists that “Philip took a personal interest in the design and
he seems to have cultivated an intellectual, even theoretical, approach to architecture.”54
Well versed in the study of Renaissance architecture, Philip shifted the building practices
in Spain from the guild system, which considered architects as craftsmen, to that of the

51 Ibid., 20.
52 Ibid., 36-37.
53 Bevan, 153.
54 Wilkinson, “The Career o f Juan de Mijares and the Reform o f Spanish Architecture under Philip
II,” 131.
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architect as intellectual.55 This transformation allowed Philip to initiate a stylistic and
methodological break within the structure of the profession as it existed in Spain. Rooted
in Albertian ideals on the status of the architect and humanistic patronage, Philip and his
architects designed the Escorial, both the royal palace and a monastery, as an expression
of the intellectual “relationship between architect and enlightened patron.”56 This fusion
allowed for Philip’s theoretical concerns to become imbedded into his architectural
projects. Therefore, Philip’s knowledge of Renaissance concerns paired with Bautista’s
access to translated Renaissance texts resulted in a distinctly Spanish Counter-Reform
style. The result was a correct application of the architectural orders, “harmonic
proportions” in the elevation, unified by “simplicity” and often described “coldness”
throughout the details and design.57
In understanding architectural practices in the sixteenth century, treatises on
architecture offer valuable information on discerning the styles of the buildings being
discussed here, the Lateran Palace and the Escorial. With the Escorial, treatises were
used to illustrate the reformed style; curiously it is through treatises and the dissemination
of knowledge occurring in the sixteenth century that additional connections can be traced
between the building practices of Sixtus V and Philip II.
As I have indicated, architectural treatises were followed closely by the architects
to create a reduced version of classicism that became common during this era of intense
reform. Although the Renaissance was first to emerge in Italian centers, such as Tuscany,
55 A discussion of the changing status of the architect in Spain is fully discussed by Wilkinson. See
Ibid, and Chapter One of this thesis.
56 Alberti discusses the intellectual role o f the architect in his Ten Books on Architecture (1452).
This text was seminal in the elevation of the status o f the architect during the Early Renaissance in Italy, a
trend which was carried forward throughout the era. Ibid.
57 Ibid.
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the revival of the antique during the sixteenth century was a pan-European intellectual
co

and artistic movement. As Earl E. Rosenthal for example argued that the translation of
primary classical texts into Spanish led to the creation of a distinct Renaissance style in
Spain known as a lo Romano.5859 Aside from those referenced in Chapter Two of this
thesis, the translations of Sagredo’s manual of Vitruvian architecture (1526), Villalon’s
aesthetic text (1539), Yalesco’s translation of Vitruvius (1550 and 1564), and
Villalpando’s translation of Sebastiano Serlio’s third and forth books, had a major
influence on Spanish artistic culture.60 The acquisition and evaluation of these texts by
Spanish artists and intellectuals led to a Spanish understanding of classical architecture
that was not based on models being employed currently in Italy.61*
This is explicitly clear in the writings of Diego da Sagredo (1490-1528) who
produced a translation of Vitruvius. His efforts to bring classical architecture to Spain
resulted in a handbook-type reference, which gave patrons and architects a distinctly
Spanish interpretation of ancient forms.

The resulting manual was a careful blend,

which expressed the same forms emulated by the Italians and provided enough variation
to craft a distinct local, Spanish vocabulary. Nigel Llewellyn argues Sagredo’s “effort
[was] directed at establishing a body of theoretical and practical building concepts that
could be regarded as both acceptably classical as well as local in the sense of being
/TO

compatible with Spanish interests, tastes and traditions.” Furthermore, “Sagredo’s

58 Rosenthal, “The Image o f Roman Architecture in Renaissance Spain,” 334.
59 Ibid,” 329-346; and Rosenthal, “The Uniqueness of the Renaissance in Spain,” 225-231.
60 Rosenthal, “The Uniqueness o f the Renaissance in Spain,” 225-231.
61
Ibid., 229-230.
62 Ibid.
63 Nigel Llewellyn, “’Hungry and Desperate for Knowledge’: Diego De Sagredo’s Spanish Point
of V iew ,” in Paper Palaces: The Rise of the Renaissance Architectural Treatise, ed. Vaughan Hart and
Peter Hicks (New Haven, CT: Yale University Press, 1998), 122-123.
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Spanish text on the rules for correct building—in fact, the first book of its type published
in any European language other than Latin or Italian—belonged to a wider European
cultural ambiance unified in discourse through a common heritage in classical antiquity
and focusing on an international community of Latinate scholarship.”64 The major players
in this interest were the Spanish clerics and Spanish patrons, both of whom desired a
deeper connection to a Roman past through the language of classical architecture.65
Along with Sagredo’s, Villalpando’s translations were important as well.
Villalpando’s translation of Sebestiano Serlio’s Regale generate de architectura,
dedicated in 1552, was a treatise directed toward architects and laymen. His translation
was seminal in providing Spanish patrons and artisans a modem interpretation of
Vitruvian architecture, filtered through Serlio. Whether or not Philip II was directly
influenced by the treatise is unknown; however, it seems to have had a profound effect on
Juan Bautista de Toledo.66 Kubler suggests that although Bautista spent some time in
Italy, even working under Michelangelo in 1546-1547, he likely relied most heavily on
Villalpando’s translation because he had lost all of his texts and studies at sea. As is
suggested by the treatise, Bautista primarily employed the Tuscan order—regarded by
Serlio as, “the more rustic, least subtle or graceful, and strongest style, composed of the

64 Ibid.
65 Ibid. Here Llewellyn offers an excellent detailed study on the nature of Sagredo’s manual and its
relationship to the nature and absorption of the Vitruvian tradition. The breadth o f the study is beyond the
purposes o f this chapter; however, an understanding of how Classical texts were disseminated and absorbed
in Spain does offer a great compliment to the central aim of this chapter and study as a whole.
66 Kubler, 45-47. Although there is no available documentation, it is probable, as suggested by
Kubler that Philip II had an interest in Villalpando’s translation.
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roughness and delicacy that pleased architects, and of which Bautista was a master in the
sun corridors and the niched retaining-wall grottos at the Escorial.”
A contemporary account of the Escorial, by Juan de Arfe, is recorded in De varia
commensuratione, a treatise on classical design from 1585, Arfe states:
The wondrous temple of the Escorial is especially distinguished for the
manner in which it follows the rules of ancient architecture . . . It follows
the laws and orders of Vitruvius, abandoning as vanities the petty
projections, reversed pyramids, brackets and other foolish things usually
seen in Flemish and French plans and prints with which artists decorate (or
rather spoil) their work without preserving either proportion or
significance.6768
This account of the style of the Escorial, which emphasises its apparent plainness, can be
seen to have incited praise at the moment of its completion. Central to the resulting
aesthetic of Herrera’s design is the rigid employment of classical forms harmoniously
brought together by Bautista’s design. Wilkinson argues, “The surface texture of the
Escorial—its extraordinary effect of a rough, intractable material disciplined to the
greatest possible regularity—is a major component of its style.”6970It is established that
word of this great palace and its chosen aesthetic were well known across Europe, both
during its construction and upon its completion. More importantly it is certain that
architectural plans for the project were sent to Rome and Florence for consultation by the
leading Italian architects and Pope Gregory XIII by 1572.™
Kubler offers a detailed account of the Italian interactions with the plans for the
Escorial in his study titled Building the Escorial (1982); however, despite

67 Ibid.
68 Bevan, 155.
69 Catherine Wilkinson, “Proportion in Practice: Juan de Herrera’s Design for the façade of the
Basilica of the Escorial,” The Art Bulletin 67, no.2 (June, 1985), 240.
70 Kubler, 53.
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recommendations and the few changes to the plan offered by the Italian military engineer
and architect, Francesco Paciotto (1521-1591), the building was primarily carried out
according to Bautista’s distinct design, which promoted an austere plain classicism,
reduced classical vocabulary, lack of superfluous ornamentation and the rhythmic
repetition of the rows of windows which pierce the flat unadorned exterior.

Although

stylistically the Escorial is dramatically different from Italian palazzos, classically versed
Italian architects, such as Fontana who may have been was aware of these plans, would
immediately interpret the “subtle visual harmonies”7172 of the Escorial as a directly rigid
quotation of classical forms as described by Vitruvius. Likewise, the presence of the plan
in Italy may have offered Sixtus an opportunity to further reflect upon Philip’s chosen
architectural style, which he witnessed while in Spain.
Philip's choice to ask Paciotto for his input into the design of the Escorial
illustrates his commitment to a plain Christian style for his palace, at a time when the
ornamental surfaces of Vignola were in favour. Kubler argues that the design for the
Escorial went against the dominant trends of Mannerism prevalent across Europe. Thus,
by obtaining international recognition for his plans for the Escorial at the symbolic
“heart” of the Renaissance world, Philip and Bautista could confidently utilize a design of
“greater simplicity, unity, and correspondence,” in an era when the styles of Bramante
and Michelangelo prevailed.73

71 Ibid., 47-52.
72 Wilkinson, “Proportion in Practice: Juan de Herrera’s Design for the Façade of the Basilica of
the Escorial,” 240.
73 Kubler, 51.
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Conclusion
Returning to Sixtus and Fontana and knowing that the plans for the Escorial were
circulating in Rome in 1572, it is most likely that they gained access to the design of the
Escorial through architectural and papal intellectual circles in Rome, which included the
current Pope Gregory XIII. From his time in Spain and his subsequent diplomatic
relations with Philip, Sixtus would have been quick to realize the importance of the
reserved style employed by Philip and more importantly the ideological and moral
implications of the design as part of Philip’s Counter-Reform agenda. At this moment in
history Philip II was the most powerful individual in Europe; additionally, his role as
Christian Prince furthered his appeal to Sixtus as a model to draw upon.
For his own palace, Sixtus opted for a reduction of classical elements and a
plainness of surface, similar to that employed at the Escorial (Figure 63) in direct
opposition to the rich ornament characteristic of Roman architecture at the time. The
current trend in Rome utilized a method of active surface ornamentation, the giant order,
and an application of classical forms in a manner which became almost sculptural. This
trend is exemplified by Michelangelo’s Palazzo dei Conservatori (begun, 1563, Figure
58) and St. Peter’s (1546-64, Figure 64), Bartolommeo Ammanati’s Palazzo Pitti (15601570, Figure 62), and Giacomo Della Porta’s II Gesu (1575-1584, Figure 65). These
buildings all demonstrate the tendency to utilize classical forms in combination to create
dynamic exteriors. Rather than display a flat surface, these architects layered forms to
create ornamental effects.
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It would have been unlikely for Sixtus to slavishly copy the Escorial because the
distinct departure from Italian models present would have not been received well in
Rome. Rather, working within existing Roman architectural traditions Sixtus and Fontana
employed the most readily available model, the Palazzo Farnese, and applied an even
more rigid reduction of surface ornament that was influenced by the Escorial’s extreme
plainness (Figures 51 and 63). This effect was achieved by Fontana through cleansing the
exterior of the palace of all superfluous ornamentation. If one compares the two façades
of the Palazzo Farnese and the Lateran Palace, it can be seen that the ornamental
elements have been discarded from Sangallo’s model. For example, the Farnese Palace
features “kneeling windows” (consoles below the windows) (Figure 66), absent at the
Lateran. The way the windows are framed on the ground floor is most similar to the
Lateran’s second and third floor windows, which feature a simple frame and scroll
bracket in the top corners (Figure 67-68). The ground floor windows at the Lateran
feature no ornamentation. The windows on the second and third floors, at the Farnese
Palace, are framed by two columns, of the Corinthian order on the second and of the
Composite order on the third, topped with capitals (Figure 69-70). The stringcourse,
running the length of the Palazzo Farnese at sill level, is three-dimensional and has a
profile (Figure 71). At the Lateran this feature has been flattened, almost entirely—rather
than a decorative effect it transforms almost into a unifying surface pattern (Figure 72).
At the Palazzo Farnese, below the string course on the second level there is a decorative
frieze with a repeating heraldic device and below the third-level stringcourse there are
two decorative friezes, one features a running wave pattern and the other a repeating
heraldic pattern (Figures 73-74). These decorative friezes are not included at the Lateran.
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This cleansing of ornament from the façade of the Lateran Palace represents an effort by
Fontana to present a reductive classical style, one that would in turn be mimicked on the
interior of the building in the frescoes which illustrate biblical and historic narratives with
extreme clarity of design. In cleansing the façade of the Lateran Palace, Sixtus and
Fontana, I argue, reduced the classical vocabulary as simple as it could be at this time in
Italy: the reduced classicism here being directly equated with Christian reform. In this
manner, Sixtus was adopting the language of Philip, which he had witnessed in Spain and
probably again through the prints that had circulated in Italy; thus, further illustrating the
complex networks of exchange between these two powerful Reform leaders.
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C o n c l u s io n

Considering the complex flowering of the estilio desornamentado in Spain at the
Escorial, it is more apparent how Philip and his architects arrived at their sober style,
which was developed from a Spanish appreciation of popular classical treatises.1The
rigid application of classical forms according to these treatises was also utilized by
Sangallo at the Palazzo Farnese and later by Fontana for the Lateran Palace—which
explains the aesthetic and theoretical commonalities between the three. For Sixtus V and
Philip II, turning away from opulent and decorative forms of the High Renaissance was
one way to incite reformist agendas as the reserved antique style was connected to
religious piety and Golden Age symbolism, all of which reaffirmed the Catholic Church’s
glory and connection to the ancient and Roman past. Through the dissemination of the
Escorial designs outside of Spain, the Escorial was able to partake in the larger aesthetic
and ideological discourses of the day. Because of this engagement, it is now possible to
examine anew the Lateran Palace and remove the burden of its status as insignificant and
inferior model to the Palazzo Famese.
Returning to the question of a common Counter-Reform style, it seems evident
that an increasingly strict application of Roman motifs, as described in classical and
Renaissance treatises and a reduction of forms, was one way to evoke the ethos of the
Counter Reformation among Christian princes. Extending this discussion to the interior
decoration of the Lateran Palace, Sixtus V was also interested in the modes of
representation commissioned by Philip—his views of the Spanish kingdom prepared by
Anton van den Wyngaerde. Considering the insufficient explanation of Italian precedents
1 Kubler, 51.
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being the source for both commissions, linking them together has provided an outlet to
discuss the uniquness of the Spanish views, as well as suggest they were the source of
influence, which informed the Lateran topographical Good Works.
The methodological approach utilized throughout this thesis, which looks outside
traditional conceptions of Renaissance cultural transfer, has subsequently allowed for a
new interpretation of the Lateran Palace design and interior decoration to unfold—one
which negates the still dominant theorization of Italy as the fixed artistic center of
Renaissance Europe. This task was made possible through the methodological
frameworks offered by Peter Burke (1998), which promotes a greater understanding of
the reception of the Renaissance and cultural transfer possible during the era and supports
the decentralization of Italy as immovable artistic center in Europe. Also vital to this
project has been the theorization of the Spanish Renaissance set forth by Earl E.
Rosenthal (1983), which promotes a deeper awareness of the emergence of the
Renaissance in Spain and discards the notion of the Spanish Renaissance as an inferior
movement to that which emerged in Italy.2
3 The task of uncovering the meaning behind
Sixtus V’s Lateran Palace has enabled me to set these theories in motion. Offering a
theorization of Counter-Reform style which looks outside Italy has provided a plausible
alternative to analyses which set their limits to Italian regions—a method which has
proven especially unsatisfactory for previous studies of the Lateran Palace and Sixtine
Rome.

2 Burke.
3 Rosenthal, The Uniqueness of the Renaissance in Spain.
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The connection to Spain and Philip II has offered an alternative to the way we
theorize about the Renaissance—primarily acknowledging the borrowing of “foreign”
conceptions of Renaissance ideals produced outside Italy by patrons in Italian centers. It
is also important to consider how the reduction of forms present at the Lateran gains new
meaning when it is considered as a response to the manifestation of Renaissance forms in
Spain, particularly at the Escorial. Here, possibly for the first time, the estilo
desornamentado characteristic of the Escorial is shown to have exerted its influence in
Italy, outside the Spanish Empire.
Utilizing a more open theorization of artistic transfer undoubtedly holds much
potential for art historical studies of the Renaissance. Once this viewpoint is adopted and
applied many new avenues of inquiry can be accessed. For example, the involvement of
Dutch artists in both the Spanish and Italian commissions discussed in Chapter Two of
this thesis is one area which could potentially be a study in its own. Their input into the
projects, such as the Loggia Cosmografia and Philip’s city views, is discussed as far as
their expertise as cartographers or landscape specialists is concerned; however; their
impact outside their native regional centers has yet to be fully explored. Therefore, the
tendency to analyze patronage and style from only within the local environment has
proven to be far too isolating a practice. Rather, this should be exchanged for a method
which spans regional boundaries and utilizes ideological, religious, and political avenues
of influence and exchange between patrons and centers in order to create a deeper
understanding of the era as a whole.
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Figure 1. Anonymous, Portrait of Sixtus V, published by Nicolas van Aelst, 1589.
[Corrine Mandel, Sixtus and the Lateran Palace (Rome: Istituto poligrafico e
zecca dello stato, liberia dello stato, 1994), 100],
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Figure 2. Domenico Fontana, The Lateran Palace, 1586-1589. Rome, Italy.
[http://www.orbiscatholicus.org/2009/ll/what-papal-palace-looks-like.html].
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Figure 3. Cesare Nebbia and Giovanni Guerra, Scala Santa, 1586-1590. Rome, Italy.
[http://www.flickr.com/photos/gloriachang/152239034/].

Figure 4. Cesare Nebbia and Giovanni Guerra, Vatican Library, 1586-90. Rome, Italy.
[http://www.flickr.com/photos/paullew/1550844955/].
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Figure 5. Cesare Nebbia and Giovanna Guerra, vault of the Cappella Papale, Lateran
Palace, 1586-1590. Rome, Italy.
[Corrine Mandel, Sixtus and the Lateran Palace (Rome: Istituto poligrafico
e zecca dello stato, liberia dello stato, 1994), Plate XIII].
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Figure 6. Juan Bautista de Toledo, El Escorial, 1563-1584. Madrid, Spain.
[http://upload.wikimedia.Org/wikipedia/commons/9/9a/Monastery_of_San
Lorenzo_de_El_Escorial.jpg].
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Figure 7. Michelozzo di Bartolomeo, Palazzo Medici Ricardi, 1445-1460. Florence, Italy,
[http ://en.wikipedia. org/wiki/File :GianoMediciRicardi.gif].

Figure 8. Leon Battista Alberti, Palazzo Rucellai, 1446-1451. Florence, Italy.
[http://www-users.rwth-aachen.de/Philipp.Preuss/Palazzo%20Rucellai%
20Ansicht.JPG].
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Figure 9. Benedetto da Maiano, Palazzo Strozzi, 1489-1538. Florence, Italy.
[http ://www. artelabonline.com/article_files/iraage_1229722260_273.jpg].

Figure 10. Vatican Obelisk, ca. 30-28 BCE. Piazza San Pietro, Rome, Italy.
[http://image06.webshots.eom/6/4/80/42/157548042QBQqHU_fs.jpg].
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Figure 11. Lateran Obelisk, ca. 1400 BCE. Piazza di San Giovanni in Laterano, Rome,
Italy.
[http://farml.static.flickr.com/25/50641821_9be5c39a96.jpg].

Figure 12. Flaminio Obelisk, ca. thirteenth century BCE. Piazza Del Popolo, Rome, Italy.
[http://www .bbRome.com/Rome%20bed%20and%20breakfast%
20rome%20%20B&B%20%20Rome%20Bed%20&%20Breakfast%2
0in%20Roma_file/Obelisk-popolo.jpg].
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Figure 13. Esquiline Obelisk, first century BCE. Piazza Dell’Esquilino, Rome, Italy.
[http://www.yeshotelrome.com/hotels-accommodation/wp-content/uploads
/2007/08/673px-maggiore-obelisk.jpg].

Figure 14. Trajan’s Column, 113 CE. Trajan’s Forum, Rome, Italy.
[http://ikangaroo.com/wp-content/uploads/iKImages/Trajans%20Column.jpg].
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Figure 15. Column of Marcus Aurelius, 193 CE. Piazza Colonna, Rome, Italy.
[http://upload.wikimedia.0rg/wikipedia/commons/e/e8/Column.of.marcus.
aurelius.complete.arp.jpg].

Figure 16. University of Salamanca, façade, early sixteenth century. Salamanca, Spain.
[http://upload.wikimedia.Org/wikipedia/commons/3/30/University_of_
Salamanca.jpg].
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Figure 17. Pedro Machuca, Palace of Charles V, ca. 1527. Granada, Spain.
[http://en.wikipedia.Org/wiki/File:Palacio_de_Carlos_V_Exterior_Cropped
.JPG],
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Figure 18. Workshop of Giovanni Guerra and Cesare Nebbia, Acqua Felice, fresco, 15881589. Salone dei Papi, Lateran Palace, Rome, Italy.
[Corrine Mandel, Sixtus and thè Lateran Palace (Rome: Istituto poligrafico e
zecca dello stato, liberia dello stato, 1994), no.46].
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Figure 19. Workshop of Giovanni Guerra and Cesare Nebbia, Port of Terrachina and
Pontine Marsh, fresco, 1588-1589. Salone dei Papi, Lateran Palace, Rome,
Italy.
[Corrine Mandel, Sixtus and thè Lateran Palace (Rome: Istituto poligrafico e
zecca dello stato, liberia dello stato, 1994), no. 47].
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Figure 20. Workshop of Giovanni Guerra and Cesare Nebbia, Monte Cavallo, fresco,
1588-1589. Salone dei Papi, Lateran Palace, Rome, Italy.
[Corrine Mandel, Sixtus and thè Lateran Palace (Rome: Istituto poligrafico e
zecca dello stato, liberia dello stato, 1994), no. 50].
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Figure 21. Workshop of Giovanni Guerra and Cesare Nebbia, Harbour at Civitavecchia,
fresco, 1588-1589. Salone dei Papi, Lateran Palace, Rome, Italy.
[Corrine Mandel, Sixtus and the Lateran Palace (Rome: Istituto poligrafico e
zecca dello stato, liberia dello stato, 1994), no. 49].
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Figure 22. Workshop of Giovanni Guerra and Cesare Nebbia, Holy House of Loreto,
fresco, 1588-1589. Salone dei Papi, Lateran Palace, Rome, Italy.
[Corrine Mandel, Sixtus and the Lateran Palace (Rome: Istituto poligrafico e
zecca dello stato, liberia dello stato, 1994), no. 52].
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Figure 23. Workshop of Giovanni Guerra and Cesare Nebbia, City ofMontalto, fresco,
1588-1589. Salone dei Papi, Lateran Palace, Rome, Italy.
[Corrine Mandel, Sixtus and thè Lateran Palace (Rome: Istituto poligrafico e
zecca dello stato, liberia dello stato, 1994), no. 51].
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Figure 24. Workshop of Giovanni Guerra and Cesare Nebbia, Daniel showing King
Cyrus the Footsteps in the Ashes, fresco, 1589. Vault, Sala di Daniele, Lateran
Palace, Rome, Italy.
[Marcia B. Hall, After Raphael (Cambridge: Cambridge University Press,
1999), 262],
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Figure 25. Workshop of Giovanni Guerra and Cesare Nebbia, Treasure at Castle
Sant’Angelo, fresco, 1588-1589. Salone dei Papi, Lateran Palace, Rome, Italy.
[Corrine Mandel, Sixtus and the Lateran Palace (Rome: Istituto poligrafico e
zecca dello stato, liberia dello stato, 1994), no. 32].
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Figure 26. Workshop of Giovanni Guerra and Cesare Nebbia, League of Christian
Princes, fresco, 1588-1589. Salone dei Papi, Lateran Palace, Rome, Italy.
[Corrine Mandel, Sixtus and the Lateran Palace (Rome: Istituto poligrafico e
zecca dello stato, liberia dello stato, 1994), no. 35].
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Figure 27. Workshiop of Giovanni Guerra and Cesare Nebbia, Extripation of the Bandits,
fresco, 1588-1589. Salone dei Papi, Lateran Palace, Rome, Italy.
[Corrine Mandel, Sixtus and the Lateran Palace (Rome: Istituto poligrafico e
zecca dello stato, liberia dello stato, 1994), no. 29].
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Figure 28. Workshop of Giovanni Guerra and Cesare Nebbia, Abundance Created by
Sixtus V, fresco, 1588-1589. Salone dei Papi, Lateran Palace, Rome, Italy.
[Corrine Mandel, Sixtus and the Lateran Palace (Rome: Istituto poligrafico e
zecca dello stato, liberia dello stato, 1994), no. 26].
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Figure 29. Federico Zuccaro, Sala d’Èrcole, ca. 1575. Palazzo Farnese, Caprarola, Italy.
[Richard A.Turner, The Vision of Landscape in Renaissance Italy (Princeton,
New Jersey: Princeton University Press, 1966), no. 141].

Figure 30. Girolamo Genga, Camera dei Semibusti, early sixteenth century. Villa
Imperiale, Pesaro, Italy.
[Richard A.Tumer, The Vision of Landscape in Renaissance Italy (Princeton,
New Jersey: Princeton University Press, 1966), no. 147],
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Figure 31. Pinturicchio, murals, ca.1487. Galleria delle Statue, Villa Belvedere, Vatican,
Rome, Italy.
[Juergen Schulz, “Pinturicchio and the Revival of Antiquity,” Journal of the
Warburg and Courtauld Institutes 23, no. 1/2 (Jan.-Jun., 1962), 45].

Figure 32. Salone dei Papi, 1586-89. Lateran Palace, Rome, Italy.
[Corrine Mandel, Sixtus and the Lateran Palace (Rome: Istituto poligrafico e
zecca dello stato, liberia dello stato, 1994), no. 41].

117

Figure 33. Matteo da Siena, Summer, fresco, 1555-56. Villa Giulia, Rome, Italy.
[Richard A.Tumer, The Vision of Landscape in Renaissance Italy (Princeton,
New Jersey: Princeton University Press, 1966), no. 140].

Figure 34. Workshop of Egnazio Danti, Loggia Cosmografia, 1572-85.Vatican, Rome,
Italy.
[http://www.visit-vaticancity.com/img/vatican-museums-gallery-of-maps.png].
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Figure 35. Mathijs Bril, View o f the Belvedere Courtyard, fresco, 1581-83. Tower of the
Winds, Vatican, Italy.
[Francesa Fiorani, The Marvel of Maps (New Haven and London: Yale
University Press, 2005), 172].

Figure 36. Anonymous, Allegorical Relief, ca. 1530. Palace of Charles V, Granada, Spain.
[Francesa Fiorani, The Marvel of Maps (New Haven and London: Yale
University Press, 2005), 38].
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Figure 37. (left) Giovanni Alberto Albicante, Triumphal Arch at Porta Romana for
Charles V’s entry into Milan, woodcut, 1541. Bibliotheque Nationale de
France.
[Francesa Fiorani, The Marvel of Maps (New Haven and London: Yale
University Press, 2005), 39].
Figure 38. (right) Parmigianino, Allegorical Portrait of Charles V, canvas, 1529-30.
Stiebel Collection.
[Francesa Fiorani, The Marvel of Maps (New Haven and London: Yale
University Press, 2005), 40.]
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Figure 39. Anton van den Wyngaerde, View of Barcelona, detail, pen and wash on paper,
ca.1561-71. National-Bibliothek, Vienna, Austria.
[Richard L. Kagan, Spanish Cities of the Golden Age (Berkeley: University of
California Press, 1989), 169-170].

Figure 40. Anton van den Wyngaerde, View ofLerida, detail, pen and wash on paper,
ca.1561-71. National-Bibliothek, Vienna, Austria.
[Richard L. Kagan, ed., Spanish Cities of the Golden Age (Berkeley:
University of California Press, 1989), 157].
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Figure 41. Anton van den Wyngaerde, View of Granada, detail, pen and wash on paper
ca.1561-71. National-Bibliothek, Vienna, Austria.
[Richard L. Kagan, ed., Spanish Cities of the Golden Age (Berkeley:
University of California Press, 1989), 274].

Figure 42. Anton van den Wyngaerde, View of Granada, detail, pen and wash on paper,
ca.1561-71. National-Bibliothek, Vienna, Austria.
[Richard L. Kagan, ed., Spanish Cities of the Golden Age (Berkeley:
University of California Press, 1989), 273].
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Figure 43. Anton van den Wyngaerde, View of Valencia, detail, pen and wash on paper
ca.1561-71. National-Bibliothek, Vienna, Austria.
[Richard L. Kagan, ed., Spanish Cities of the Golden Age (Berkeley:
University of California Press, 1989), 206].

Figure 44. Anton van den Wyngaerde, Royal Palace of Madrid, pen and wash on paper
ca.1561-71. National-Bibliothek, Vienna, Austria.
[Richard L. Kagan, ed., Spanish Cities of the Golden Age (Berkeley:
University of California Press, 1989), 118].

123

Figure 45. Guardaroba Nuova, 1563-65. Palazzo Vecchio, Florence, Italy.
[http://www.palazzovecchio-museoragazzi.it/wp-content/uploads/map
amondo.jpg ].
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Figure 46. Sala dei Mappamundi, Famese Palace, Caprarola, Italy, 1573-75.
[Richard L. Kagan, ed., Spanish Cities of the Golden Age (Berkeley:
University of California Press, 1989), 51].

Figure 47. Anonymous, Casa Real de Aceca, ca. sixteenth century. The Escorial, Spain.
[Victor Nieto, Alfredo J. Morales, and Femando Checa Cremades,
Arquitectura del Renacimiento en España, 1488-1599 (Madrid: Ediciones
Cátedra, 1989), 291],
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Figure 48. Anonymous, Casa Real de Monesterio, 1564-99. El Escorial, Spain.
[Víctor Nieto, Alfredo J. Morales, and Fernando Checa Cremades,
Arquitectura del Renacimiento en España, 1488-1599 (Madrid: Ediciones
Cátedra, 1989), 290],

Figure 49. Anonymous, Real Casa de Vaciamadrid, ca. seventeenth century. Spain.
[http://images.google.ca/imgres?imgurl=http://img291,imageshack.us/img291
/1188/3realcasadevaciamadrids.jpg].
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Figure 50. Jusepe Leonardo, View of the Buen Retiro, 1636-1637. Municipal. Museum,
Madrid, Spain.
[Richard L. Kagan, ed., Spanish Cities of the Golden Age (Berkeley:
University of California Press, 1989), 39].

Figure 51. Juan Bautista de Toledo, El Escorial, 1563-1584. Madrid, Spain.
[Photo courtesy of C. Cody Barteet],
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Figure 52. Antonio da Sangallo the Younger, Palazzo Farnese, begun 1517. Rome, Italy.
[http://www.canino.info/inserti/monografie/i_farnese/palazzo_roma/facciata.
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Figure 53. Map of Rome showing distance between the Vatican site and the Lateran site.
[http://mappery.com/maps/Rome-Tourist-Map.mediumthumb.jpg].
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Figure 54. Map drawing of Villa Montalto, early seventeenth century.1
[http://roma.andreapollett.com/S3/FT250.JPG].

Figure 55. Domenico Fontana, Grand Portal, 1586-1589. Lateran Palace, Rome, Italy.
[http://lh4.ggpht.com/_2ZTaFxg4zpI/SK22aeDB62I/AAAAAAAAFr8/zL6y
Fmg 1gVU/IMG_4165 JPG].
1 The highlighted area is where Villa Montalto once was, an area presently occupied by Tremini
Railway station in Rome.
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Figure 56. Domenico Fontana, Metopes, Grand Portal, 1586-1589. Lateran Palace, Rome,
Italy.
[http://lh4.ggpht.com/_2ZTaFxg4zpFSK22aeDB62I/AAAAAAAAFr8/zL6y
Fmg 1gVU/IMG_4165 JPG].

Figure 57. Domenico Fontana, Coat of Arms, Grand Portal, 1586-1589. Lateran Palace,
Rome, Italy.
[http://lh4.ggpht.com/_2ZTaFxg4zpFSK22aeDB62FAAAAAAAAFr8/zL6y
Fmg 1gVU/IMG_4165 JPG].
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Figure 58. Michelangelo, Palazzo dei Conservatori, 1563-1584. Rome, Italy.
[http://www.rome.wiebekoo.nl/ROMA%20MODERNA/Campitelli/images/
Palazzo_dei_Conservatori_01.jpg].

Figure 59. Michaelangelo, Piazza del Campidoglio, 1563-1584. Engraving by Etienne
Duperac, 1568.
[http://en.wikipedia.0rg/wiki/File:Campid0gli0Eng.jpg].
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Figure 60. Michelangelo, cornice detail, Palazzo Farnese, 1546. Rome, Italy.
[http://www.romeartlover.it/Stori211 .jpg].

Figure 61. Michelozzo di Bartolomeo, Palazzo Medici Ricardi, 1445-1460. Florence,
Italy.
[http://www.mediciexhibition.hu/medici/english/img_tartalom/firenze/
PalazzoMedicinagy.jpg].
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Figure 62. Bartolomeo Ammanati, courtyard of the Palazzo Pitti, 1560-1570. Florence,
Italy.
[http://upload.wikimedia.Org/wikipedia/commons/c/ca/Pal azzo_Pitti,_
cortile_l.JPG].

Figure 63. Juan Bautista de Toledo, courtyard, El Escorial, 1563-1584. Madrid, Spain.
[Photo courtesy of C. Cody Barteet].
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Figure 64. Michelangelo, view of the façade and dome of St. Peter’s, 1546-1564. Dome
completed by Giacomo della Porta, 1590. Rome, Italy.
[http://www.oxfordartonline.com/subscriber/article/img/grove/art/F016817?q=
St.+Peters&search=quick&pos=5&_start=l#firsthit].

Figure 65. Giacomo della Porta, Il Gesù, 1571-1584. Rome, Italy.
http://www.oxfordartonline.com/subscriber/article/img/grove/art/F0154717q
=n+gesu&search=quick&pos=2&_start= l#firsthit].
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Figure 66. Antonio da Sangallo the Younger, ground floor window and console detail,
Palazzo Famese, begun 1517. Rome, Italy.
[http://image44.webshots.eom/45/l/42/63/384114263eQEbwQ_fs.jpg].

135

Figure 67. (left) Domenico Fontana, second-floor window detail, Lateran Palace, 15861589. Rome, Italy.
[http://www.colosseumapts.com/Images/Photo/Tourism/Piazza-San
Giovanni.jpg].
Figure 68. (right) Domenico Fontana, third-floor window detail, Lateran Palace, 15861589. Rome, Italy.
[Carlo Pietrangeli, ed., II Palazzo Apostolico Lateranese (Firenze: Navdini
Editore, 1991), 210].
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Figure 69. (left) Antonio da Sangallo the Younger, second-floor window detail,
Palazzo Farnese, begun 1517. Rome, Italy.
[http://www.canino.info/inserti/monografie/i_famese/palazzo_roma/
facciata.jpg].
Figure 70. (right) Antonio da Sangallo the Younger, third-floor window detail,
Palazzo Farnese, begun 1517. Rome, Italy.
[http://www.canino.info/inserti/monografie/i_famese/palazzo_roma/
facciata.jpg].
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Figure 71. Antonio da Sangallo the Younger, stringcourse detail, Palazzo Farnese,
begun 1517. Rome, Italy.
[http://www.canino.info/inserti/monografie/i_famese/palazzo_roma/
facciata.jpg].

Figure 72. Domenico Fontana, façade showing stringcourse detail, Lateran Palace, 15861589. Rome, Italy.
[http://www.colosseumapts.com/Images/Photo/Tourism/PiazzaSanGiovanni .jpg].
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Figure 73. Antonio da Sangallo the Younger, decorative frieze below second-floor
windows detail, Palazzo Farnese, begun 1517. Rome, Italy.
[http://upload.wikimedia.org/wiki pedia/commons/e/ec/PalazzoFamese.
part.JPG].

Figure 74. Antonio da Sangallo the Younger, decorative frieze below third-floor
windows detail, Palazzo Farnese, begun 1517. Rome, Italy.
[http://upload.wikimedia.Org/wikipedia/commons/e/ec/PalazzoFamese.
part.JPG].
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